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PREFACE 

A stylistic analysis of literary texts can reveal the 

underlying motives of authors or characters, motives 

difficult to expose in more subjective modes of criticism. 

A number of stylistic critics have examined William 

Faulkner's complex novel The Sound and the Fury to discover 

the intent of the author, to understand the characters in 

the novel more clearly, or to explicate the text in general. 

Because stylistic analyses of this nature require many hours 

simply to gather and to compile the data, some academicians 

have considered using computers to shorten the tedious 

process. This study surveys the results of previous 

stylistic criticisms of The Sound and the Fury, investigates 

the practicality of various computerized style checkers in 

text analyses, and applies a state of the art style checker 

--AT&T's Writer's Workbench--to the text of what many 

consider Faulkner's most challenging novel. The goal of 

this study is to ascertain whether sentence length, sentence 

types, sentence beginnings, verb usage, and word choice in 

the language of Benjy, Quentin, and Jason Compson support, 

contradict, or add to the findings of earlier stylistic 

critics. 
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CHAPTER I 

INTRODUCTION 

The Sound and the Furv/ the fourth of William 

Faulkner's novels, was published on October 7, 1929. Many 

critics believe it is Faulkner's finest work. Irving Howe 

suggests that the book is one of the few American novels 

written since the turn of the century in which the impact of 

tragedy is sustained (174) . Faulkner himself felt the most 

"tender" toward this tragedy of a southern family, having 

once told a reporter, "The book which took the most agony 

was The Sound and the Fury. Took me five years of re

working and re-writing" (Greenier 219). 

The story, written in four parts, opens in Jefferson, 

Mississippi, on April 7, 1928, on the decayed estate of the 

Jason Compson family. The first part leads the reader 

through the mind of Benjy Compson, a thirty-three-year-old 

man with the mental capacity of a small child. Any casual 

stimulus--a name or a place--takes Benjy back and forth 

between past and present with no warning. The second part, 

set eighteen years earlier than the Benjy section, places 

the reader in the mind of Quentin Compson, a nineteen-year-

old Harvard student whose failure to cope with life drives 

him to drown himself in the Charles River. The third pari:, 

which begins on April 6, 1928, drops the reader abruptly 

into the mind of thirty-five-year-old Jason Compson to show 

the present life of the Compsons. The fourth part, dated 



April 8, 1928, told through the eyes of Dilsey Gibson, the 

Compsons' black servant, gives a third person account of the 

Compson family. The novel traces the decline of a once-

admired southern aristocratic family, whose present 

generation taints the Compson name and destroys the family 

in the process. As Irving Howe says, "Whether taken as a 

study of the potential for human destruction, or as a 

rendering of the social disorder particular to our time, the 

novel projects a radical image of man against the wall" 

(174) . 

This unconventionally structured novel holds the 

dubious honor of being the most critically scrutinized of 

all Faulkner's novels. Thematic critics such as Cleanth 

Brooks and John Hagopian examine everything from decay to 

nihilism while Michael Millgate and others study structure. 

Donald Kartiganer and Joan Williams, for example, concern 

themselves with characterization. While virtually all 

critics take note of the language in the novel, several have 

made language the focus of their studies. And most of these 

critics agree that the language as applied by Faulkner 

relates to the personalities of the characters in the novel. 

Language Studies of The Sound and the Fury 

William Sherman Chisholm, in his 1964 University of 

Michigan dissertation entitled Sentence Patterns in The 

Sound and the Fury, attempts to ascertain structural 

differences in the four narrative sections of The Sound and 



the Fury to discover whether these differences support the 

personae of the four characters. Chisholm sets up an 

elaborate system of tables to analyze 3,060 free 

constructions in a representative 2,235 sentences. Chisholm 

concludes that speech patterns differ little from character 

to character, that thought patterns differ significantly, 

and that writing technique fails to create characters. 

Further, Chisholm writes, "what one must conclude is that 

Faulkner has written a book rich in stylistic modes but has 

somehow managed to write four different chapters that are 

structurally alike" (83). He ends his study with the 

admission that computer analyses and other forms of analysis 

will likely provide limiting or supporting evidence for his 

thesis (83). 

In 1967, three years after the Chisholm study, Irena 

Kaluza published The Functionincr of Sentence Structure in 

the Stream-of-Consciousness Technique of William Faulkner's 

The Sound and the Fury: A Study in Linguistic Stvlistics. 

The results of her study differ dramatically from the 

results of Chisholm's study. She concludes that the writing 

style differs in the three Compson brothers' accounts and 

that these differences reflect the unusual idiolects of the 

characters (101) . 

The Benjy section, according to Kaluza, incljdes 

simplistic grammatical devices. Kaluza divides the 

sentences into three groups: the action/perception/thought 
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material which consists of simple, past tense sentences ("I 

held to the fence"); traditional narrative characterized by 

the past tense of verbs of communication ("He said," "he 

whispered"); and directly quoted utterances remembered or 

heard by Benjy at the present time ("Hush up that moaning"). 

The first group forms only 23% of the total, but this 

percentage represents Benjy's stream of consciousness. The 

sentences in this section (84%--686) are overwhelmingly 

simple. Sentences consisting of one clause ("I couldn't 

stop crying") comprise 67% of the 686 sentences. The 

compounding of two such units ("I wasn't crying and I held 

to the gate") accounts for 23%, and the compounding of three 

or four units ("Then she was crying, and I cried, and we 

held each other") makes up the remaining 10% (43-45). The 

conjunction and accounts for 91.4% of the total conjunction 

occurrence, but comprises 6.9%, and s^ represents 1.7% of 

the total (51). The high incidence of and indicates Benjy's 

tendency to join simple sentences together. Kaluza 

concludes that the linguistic structure of the Benjy dialect 

is primitive, monotonous, and mechanical--all 

characteristics of Benjy's personality (58). 

In contrast, Kaluza attempts to show the complexity of 

Quentin's sentences by dividing them into four groups. The 

first group, called the Action Idiom, represents only a 

small percentage of Quentin's sentences, the simple one-unit 

kernel clauses similar to those found in the Benjy 



section (63). The second group, the Sensory Perception 

group, consists of sentences that include words or phrases 

after the simple clause: "He entered the sitting-room, 

toward the door." These appendages are separated from the 

main clauses by a punctuation mark, usually a comma (65). 

These appended clauses create varying degrees of ambiguity. 

Sentences slightly ambiguous account for 23% of the appended 

sentences ("He was still looking at the watch, his mouth 

shaping"). Moderately ambiguous sentences amount to 40% of 

the total ("I dipped the rag, breaking the balloon") . Those 

sentences containing advanced ambiguities comprise 28% of 

the total ("They saw us from the water first, heads and 

shoulders"). Then the smallest percentage (9%) of the 

sentences contain complete ambiguity ("Among the moss little 

pale flowers grew, and the sense of water mute and unseen"). 

Further complicating the ambiguous sentences, Faulkner 

sometimes connects two or more of them together (66) . 

The third group, called the Mental Perception Idiom, 

consists of "fixed lexical units" such as 1_ thought that and 

the impersonal you. These devices serve as signals to let 

the reader know the process is mental as opposed to spoken 

(70). The fourth group, the Memory and Reflection Idiom, is 

characterized by "unorthodox and inconsistent punctuation 

and printing devices"(71). Lack of punctuation can 

accelerate movement while heavily punctuated passages can 

emphasize deliberate intensity of thought. The use of two 



different printing devices (italics and Roman) together can 

indicate one memory merging with another (72). The memory 

and reflection group is also characterized by what Kaluza 

calls Faulkner's "syntax of fragmentation"—clauses fused 

together without punctuation or connective, ambiguous use of 

pronouns and determiners, and the use of unfinished 

syntactic units ("I will be dead in") which are finished 

later (73). Kaluza believes these devices force the reader 

to "cooperate with the author and thus feel initiated into 

his [Quentin's] fictional world" (75). The complexity and 

fragmentation of the sentences in the Quentin section mirror 

the personality of his character. 

Kaluza categorizes Jason's section as a "soliloquy on a 

surface, communicating level" characterized by sentences 

which begin with 1_ says (91) . In this section 22% of the 

sentences consist of kernel clauses ("She didn't look 

back"); appended groups account for 10% ("She was fastening 

her kimono under her chin, pulling it tight around her, 

looking at me"); fragmented constructions amount to 9% 

("Then I knew what I had been smelling. Clove stems") (92). 

The remaining 59% contain clause patterns with unusual 

characteristics: clauses with extended adverbial 

modification ("She ought to be down there in that kitchen 

right now, instead of up there in her room"); clauses 

constituted by a noun group followed by an infinitive group 

("I don't need any man's help to get along"); clauses with a 



pronoun plus the -inq form ("I don't mind you writing me 

now"); long objects headed by infinitive groups often 

extrapositioned, or placed outside the clause proper in 

which they are represented by the pronoun j ^ ("And I 

wouldn't put it past her to notify the post office not to 

let anyone except her cash it"); objects and subjects 

constituted by sub-clauses ("at Harvard they teach you how 

to go for a swim at night" and "What this country needs is 

white labour") (93). 

Additionally, Jason's sentences reflect informal speech 

patterns. Adjectives become adverbs ("it was burned good"); 

relative pronouns are omitted ("There's a man right here in 

Jefferson made a lot of money"); double negatives appear 

v/ith the word hardly ("not hardly glancing"); kind of or 

sort of are used ("it kind of blinded me"); pronouns have no 

antecedents ("how can they expect anybody to control her, 

with her giving her money behind our backs"); and expletives 

occur frequently (damn) (97-98). 

Kaluza believes that sentence structure in The Sound 

and the Fury reflects the individuality of the characters. 

Benjy's sentences, simplistic and mechanical, characterize 

Benjy's personality. Quentin's section, with its syntax of 

fragmentation, represents the disintegration of the Quentin 

persona. The informal language and sentence structure in 

the Jason section reinforce the characterization of the 
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third Compson son as a man whose language skills reflect a 

lack of education. 

Unlike Chisholm and Kaluza, L. Moffitt Cecil performed 

a linguistic analysis of only the Benjy section in "A 

Rhetoric for Benjy." According to Cecil, Benjy's language 

operates on two levels. One level concerns Benjy's 

impressions of events; the other level includes bits of 

dialogue that Benjy remembers, the latter being only 

slightly more sophisticated than the former. In either case 

Cecil's analysis supports the thesis that the language usage 

in the Benjy section remains elementary or simplistic in 

nature. 

According to Cecil, Benjy's vocabulary consists of 500 

words. Of these 500 words, there are 210 different nouns, 

175 verbs (in varying forms), 61 adjectives, 37 adverbs, 25 

prepositions, 13 conjunctions (coordinating and 

subordinating), and a few first and third person pronouns 

(69-70). More significantly, Benjy uses only concrete 

nouns, mostly names of places, things and people inside his 

microcosmic sphere (70). The verbs in this section pertain 

mostly to Benjy's sensory awareness of objects: wa_lk_, 

waddle/ tiptoe, say, holler, yell, and whisper. Verbals 

include curling, swinqinq, spinninq, qruntinq, and buzzinq 

(70). All the verbs appear in past tense, past progressive, 

or occasionally with the auxiliary could (73). The 

adjectives in the Benjy section relate to the senses--sight 
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(red) , smell (musty), and touch (smooth), for example (73) . 

The prepositions are of the "common" variety (73), and the 

majority of conjunctions are ands (73) . 

Simple sentences predominate in the Benjy section, but 

complex sentences, in the most elementary forms, account for 

some of the sentences. The simple sentences consist mostly 

of the following patterns: S-V, S-V-C, and S-V-Modifier. 

The compound sentences, of course, are formed by joining 

simple sentences with the conjunction and (73-74). The 

complex sentences contain 70 dependent clauses. Of these 

clauses, 30 are clauses of place, introduced by the 

subordinating conjunction where ("I leaned my face over 

where the supper was"). Benjy's temporal clauses are 

introduced by the conjunction when seventeen times ("The 

moon shone on the water v/hen we got there") and while and 

until three times ("I watched Roskus milk while T. P. was 

feeding Queenie and Prince" and "Then the barn wasn't there 

and we had to wait until it came back"). Only one causal 

clause appears in the Benjy section (Fancy held her head 

over the door, because T. P. hadn't fed her yet"). This 

causal clause is the most common and elementary variety 

(74). Cecil concludes that through specific writing 

techniques, Faulkner paints a picture of Benjy as a mentally 

handicapped child-like man whose senses function actively 

and keenly, but whose power to form conscious judgment does 

not exist (76). 



Roger Fowler, another stylist, believes Faulkner 

designs Benjy's language to suggest the limitations of 

Benjy's grasp of the world around him. Using the following 

passage from the beginning page of Benjy's section. Fowler 

in "Studying Literature as Language" demonstrates the 

effectiveness of Faulkner's technique: 

Through the fence, between the curling flower 
spaces, I could see them hitting. They were 
coming towards where the flag was and I went along 
the fence. Luster was hunting in the grass by the 
flower tree. They took the flag out, and they 
were hitting. Then they put the flag back and 
they went to the table, and he hit and the other 
hit. Then they went on,and I went along the 
fence. Luster came away from the flower tree and 
we went along the fence and they stopped and we 
stopped and I looked through the fence while 
Luster was hunting in the grass. "Here, caddie." 
He hit. They went across the pasture. I held to 
the fence and watched them going away. "Listen at 
you, now." Luster said. "Ain't you something, 
thirty-three years old, going on that way. After 
I done went all the way to town to buy you that 
cake. Hush up that moaning. Ain't you going to 
help me find that quarter so I can go to the show 
tonight?" They were hitting little, across the 
pasture. I went back along the fence to where the 
flag was. It flapped on the bright grass and 
trees. (Faulkner, Sound and Fury 1-2) 

Fowler points out four characteristics of the 

Faulknerian technique which create Benjy's "consciousness 

abinitio" (180). The first, transivity, structures actions 

and events. The representative passage includes a 

preponderance of intransitive verbs such as coming, went, 

and huntinq. The one transitive verb hit functions as an 

intransitive, which is used repeatedly without an object, an 

implication "that Benjy has little sense of actions and 
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their effects on objects: a restricted notion of causation" 

(179). Second, Benjy lacks the ability to articulate 

"concepts which are crucial to his understanding of what he 

is witnessing" (179). He also invents circumlocutions for 

objects--the curling flower spaces, and the flower tree. 

This evading of specific nouns implies that he lacks the 

capacity to classify. Third, Benjy uses pronouns without 

identifying the antecedents and with little variation in the 

pronoun forms themselves. According to Fowler, this lack of 

pronoun clarification constitutes a "severe communicative 

handicap" (179). Fourth, deictic terms--those which point 

out or specify--are problematic in the Benjy section. The 

passage contains a substantial number of these deictics: 

through, between, and went alonq; however, these words do 

not add up to a consistent and understandable picture of zhe 

positions or movements of any of the characters in the 

section. Fowler says these deictic inconsistencies produce 

a "sense of incoherence in the narrating, a feeling of being 

in the presence of a storyteller whose perceptions are 

disjointed" (179-80) . Fowler, who denies that he is a 

Faulkner expert, concludes that the linguistic constructions 

in the Benjy section of The Sound and the Fury were 

purposely selected by Faulkner to serve specific 

communicative purposes, namely the creation of a persona--a 

mentally deficient man. 
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Irving Howe, in "The Passing of a World," asserts that 

Faulkner's technique in the Benjy section remains more 

"delicate and controlled than anywhere else in his work" 

(35) . The entire section, says Howe, hinges on an 

elemental, yet well planned, use of the language. According 

to Howe, Faulkner shuns complex sentence structures which 

involve logic, sequence or qualifications. Rather, the 

Benjy section consists of short declarative sentences and 

balanced compound sentences, following Benjy's senses. To 

avoid the usual monotony associated with short, choppy 

sentences, Faulkner initiates frequent time shifts in 

Benjy's memories. Places, names, smells and feelings 

trigger the chance stimuli that switch Benjy from one memory 

track to another (36). Additionally, Howe notes the lack of 

similes, metaphors, and hyperboles. As a result, the 

writing style emphasizes "concreteness and spareness" (36) . 

These creative devices serve to make the Benjy idiolect 

credible. 

In "Joyce and Faulkner's ^Twining Stresses': A Textual 

Comparison," Francois Pitavy briefly analyzes the Quentin 

section by concentrating only on the stream of 

consciousness technique. Pronoun use in the Quentin 

section, Pitavy argues, signals the young man's mental 

condition. Pitavy notes that the narrator begins the 

section with as little interior monologue as possible. 

Quentin tries to describe gestures, thoughts and sights as 
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carefully and accurately as he can, thus the controlled: 

"and I thought how it would be nice for them." Pitavy says 

that "the predicate expressed here grammatically ascribes 

the thinking to a central controlling I_" (94) . Of course, 

later in the text, as Quentin's consciousness begins to 

unravel, the personal pronoun no longer appears with the 

verb t^ think (94). Further, the ambiguity associated with 

the pronoun j ^ seems to indicate Quentin's loss of control: 

"I watched it sort of frazzle out into slack tide flats." 

In this sentence the pronoun apparently refers to the river; 

however, the undetermined it, really "points to Quentin's own 

consciousness" (94). Quentin's control of his conscious 

thought process slips away, and consequently his sense of 

identity starts to disintegrate, so much so that "toward the 

end of the day, when he is about to jump into the Charles 

River, the central unifying I_ becomes an impotent, anonymous 

X̂  dangling without any predicate," writes Pitavy (94). 

Moreover, Faulkner expresses this dissolving identity 

by fragmenting Quentin's day into distinct units 

"frantically" coordinated by and. Pitavy believes this 

technique attempts "to introduce sequence and logic where 

there is only fragmentation" (96). Accordingly, the breaks 

in Quentin's stream of conscious become dammed up with ands, 

indicating his refusal to admit unwelcome thoughts into his 

consciousness. Pitavy says, "The crackups in the 

narrative's surface together with the spurious coordination 
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manifest in Faulkner's text a paratactic mode of 

apprehension" (96). 

At the same time, Faulkner creatively uses italics to 

make up for the inadequacy of the flat page. Pitavy calls 

this technique the "laying flat" of the different layers of 

Quentin's consciousness. Grammatically, the italics 

function, among other things, to change orthodox meanings: 

"I to be one of the Dalton Ames Oh Asbestos Quentin Has 

Shot" makes Quentin one of Caddy's "despoilers," according 

to Pitavy. This siding with Dalton Ames reflects both 

wishful thinking and unbearable guilt for Quentin. As a 

result, Quentin considers himself a Dalton Ames, but he also 

wants to be the one to shoot Ames. Pitavy writes, "Thus 

Quentin's dilemma regarding Caddy is represented 

graphically on the page" (97). Pitavy believes that 

"narrative technique can be manipulated to reveal character" 

(113), and his article makes some interesting observations 

in support of the idea. 

Stephen Ross, in "The ^Loud World' of Quentin Compson," 

also notes a creative writing technique employed by Faulkner 

to indicate Quentin's state of mind. Besides punctuation 

and italics, Faulkner designs paragraphs for dramatic 

effect. The following passage appears thus in Faulkner's 

manuscript: 

"Is Benjy still crying?" she said 
without moving. 

"I don't know," I said. "He's gone 
to bed, I guess." 
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"Poor Benjy," she said. 
I sat down on the bank. The grass 

was a little damp. I could feel that my 
shoes were damp. 

"Get out of that water," I said. 
"Are you crazy?" 

"All right," she said. But she 
didn't move. Her face was a white blur. 
Her hair framed it out of the sand. 

"Get out now," I said. (Ross 106) 

Faulkner revised the section to read: 

is Benjy still crying 
i don't know yes I don't know poor 

Benjy 
I sat down on the bank the grass was 

damp a little then I found my shoes were 
wet 

get out of that water are you crazy 
but she didn't move her face was a 

white blur framed out of the blur of the 
sand by her hair 

get out now (Ross 106-107) 

Faulkner, in the latter passage, gives the reader a hint of 

Quentin's disintegrating thought process. Ross writes, 

"Faulkner also enhanced the dramatic immediacy of this scene 

by eliminating many of Quentin's conscious thoughts and 

leaving only bare dialogue and frantic run-on description" 

(107) . 

A Review of Computer Style Checkers 

Certain types of studies require hours of tedious 

analysis, and critics often find themselves limited somewhat 

by the enormous task of pinpointing such technicalities as 

free constructions, verb tenses, kernel clauses, appended 

clauses, concrete nouns, and pronoun usage. With the 

development of computer software over the past few years, 

15 



many of these tedious details can be more quickly and 

professionally identified. Several major computer companies 

have now developed discourse analyzers, also known as style 

checkers. Originally designed to assist inexperienced 

writers with grammatical problems, these style checkers may 

provide some assistance for stylistic studies of literature 

—even for difficult texts such as The Sound and the Fury. 

Some of these computer programs are primitive, but others 

are fairly sophisticated. 

HBJ Writer is an IBM-PC style checker produced by 

Harcourt Brace Jovanovich. Originally called Wandah, the 

program provides a stylistic analysis of written texts. The 

prewriting section of HBJ Writer offers four options for 

writers. Option 1, called Freewriting, instructs writers to 

type continuously until they write 150 words. If they stop 

for more than ten seconds, the monitor flashes a message for 

the writers to continue typing. Option 2, the Nutshelling 

section, is a series of questions about the title, purpose, 

audience and main ideas of the proposed work. Option 3, 

titled Planning, guides the writers through an outlining 

process. The final option. Invisible Writing, allows the 

writers to type 100 words, but the words do not appear on 

the monitor (Hazen 21). Invisible Writing allows the writer 

to write without concern for mechanics such as grammar and 

punctuation. The postwriting section of HBJ Writer provides 

structural, stylistic, and grammatical information. 
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Structural assistance consists of a synopsis of the 

information compiled in the Nutshell program, the 

highlighting of all common transition words, and a sentence 

outline of the paper. The stylistic review identifies t_o be_ 

verbs, prepositions, abstract words, words ending in -tion 

and-sion, and gender specific words. The mechanical part of 

the program flags words possibly used incorrectly, some 

punctuation problems (parentheses, brackets, quotation marks 

and ellipses), and misspelled words (Hazen 22-24). HBJ 

Writer would be ineffectual in a stylistic analysis of 

literature for several reasons. First, the prewriting 

section could not apply. Second, the structural section, 

with its transition words and sentence outline, would reveal 

little of benefit about an author's style. Third, the 

stylistic information, with the exception of the details 

about t_o be. verbs and abstract words, does not provide 

useful insight into an author's technique. Fourth, the 

mechanical section covers problems normally handled by 

editors. Thus HBJ Writer would contribute little to a 

stylistic analysis of literary discourse. 

A more advanced version of discourse analysis software 

is MacProof designed for Macintosh computers. The program 

contains no prewriting tools; it does, however, have four 

post-writing selections: Mechanics, Usage, Grammar and 

Structure. The Mechanics section consists of a spelling 

module which checks for words found in its dictionary, but 
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the unit does not check for any other mechanical problems 

such as punctuation or capitalization (Hazen 46). The Usage 

package contains six programs designed to identify possible 

word usage problems. The sexist section flags language 

which might be construed as derogatory. Words such as lady 

and male fit into this category. The system also notes 

racist or stereotypic usage: Jap or Chicano, for example. 

Certain words or expressions frequently confused (t^, too, 

two) are flagged (Hazen 47). The glossary for these misused 

words contains only twenty-four entries, so the scope, as 

well as the effectiveness, of this tool is limited (Pederson 

13). Additionally, the program flags vague or abstract 

words "that suggest no specific image to the reader" such as 

slang words (cop) or jargon (ten-four, good buddy). 

Finally, under the Usage section, the computer highlights 

overworked or trite words, lousy or super, for example 

(Hazen 47). The Grammar package consists of be verb and 

nominalization programs. The be_ verb section flags all be. 

verbs, "unnecessary ^there is' constructions," and passive 

voice (Hazen 47). The nominalization unit flags all nouns 

created from verbs. The final section. Structure, contains 

two programs. The first one. Abridgement, prints out the 

first and last sentences in each paragraph. The second 

produces a printed out version of the paper so the user can 

check for any additional errors (Hazen 47). MacProof migh^ 

offer more possibilities for analysis of literary work than 
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does HBJ WRITER, especially in the sections flagging be 

verbs, sexist words, racist words, trite words, and abstract 

words. 

Homer is an older style checker, or discourse analysis 

tool, which runs on the Apple computer system. The software 

analyzes prose for four different word types. First, the 

program flags prepositions in two ways: placing a £ above 

the word in the text or isolating the preposition along the 

left margin (Cohen 86-87). Second, the computer flags all be 

verbs. The program prints out the average number of t^ be. 

verbs per sentence, the t.o. be. verb ratio to words, and the 

number of sentences containing be. verbs (Cohen 88) . Third, 

Homer notes nominalizations. These words are referred to as 

shun words and are flagged in the text with an s. printed 

under the nominalization. Again the computer prints out the 

number of shun words, the average number of shun words per 

sentence, and the word to shun ratio (Cohen 88). The fourth 

program flags vague words. These words, called woolly 

words, are noted in the text by a w just under the vague or 

abstract word, and the same statistical information again 

appears on the screen: average woolly words per sentence, 

word to woolly word ratio, and the number of sentences 

containing woolly words (Cohen 89). Homer offers no 

reasonable academic application to The Sound and the Fury. 

In fact. Homer offers little academic application to any 

respectable prose. 
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Additionally, Writinq Is Thinking;, an IBM compatible 

software program, addresses pre-writing on a large scale and 

post-writing on a small scale. The pre-writing section 

contains three separate units: the post-writing program 

contains one unit. The pre-writing section helps the writer 

develop an idea; it is, in effect, a heuristic. The first 

unit prints instructions for brainstorming, narrowing ideas 

into six complete sentences, and finally forming an overall 

thesis statement. The second unit identifies five basic 

structure patterns for writing, and writers are given 

specific steps for each writing pattern: chronology, 

narration, five paragraph model, inductive, and comparison 

and contrast. The third unit concentrates on paragraph 

development, unity and coherence (Hazen 36). The 

post-writing program begins with a review of sentence 

structure defining simple sentences, compound sentences, and 

complex sentences. Next comes a brief review of 

parallelism. After the section on sentence structure, the 

program contains a word usage check for unnecessary words, 

excessive repetition, weak and inexact verbs, and nouns. 

The grammar program offers no help; the users are instructed 

to check punctuation and spelling for themselves. Since 

Writinq Is Thinkinq is primarily a heuristic program, it 

would not be helpful in analyzing literary texts. 

RiqhtWriter, a software package designed for IBM and 

IBM compatible computers, is an automatic document 
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proofreader and writing style analyzer which contains only 

post-writing assistance consisting of five indices and a 

long list of additional grammatical and punctuation 

concerns. All five of the indices pertain to sentence 

structure and writing style. The Readability Index is 

first, and it is based on the Flesch-Kincaid formula, 

derived from theories on sentence length and number of 

syllables per word. The second index is called the Strength 

Index, and it measures unnecessary qualifiers, passive voice 

and uncommon words (Penrose 12). The uncommon word list 

compares words against a dictionary of over 45,000 words. 

Additionally, special dictionaries (medical, business, and 

electronics, for example) can be added to the standard 

dictionary (Mason 59). The third index. Jargon, detects 

common verbs that are turned into nouns by adding suffixes 

such as -ability, -litv, and -wise. The program also finds 

common nouns that are turned into verbs through the use of 

such suffixes as -ed., -inq, and -s. (Penrose 12) . 

Furthermore, Jargon flags buzz words, acronyms, and 

abbreviations. Fourth in the program is the Descriptive 

Index, which notes all adjectives and adverbs if the prose 

contains too many of these modifiers. The fifth index, the 

Sentence Structure Analysis, checks the text for 

sentences with multiple clauses, compound 

sentences, subordinate clauses, too many sentences 

that begin with nouns, adjectives, articles, 
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verbs, prepositions, or pronouns, and for 

sentences beginning with filler words such as j ^ 

or there. (Penrose 12) 

RiqhtWriter does have possibilities for discourse analysis 

of The Sound and the Fury. The sections on passive voice, 

adverbs, sentence openers, and vagueness might help explain 

how an author's writing style contributes to the 

characterizations. Unfortunately, RiqhtWriter lacks the 

capacity to print any of these programs selectively, so a 

researcher would wade through pages of unnecessary or 

nonapplicable data. 

Tools For Writers, used with MacWrite or Microsoft 

Word, is a style checker with limited capabilities. The 

program contains no pre-writing modules; it does, however, 

contain a limited post-writing section, which consists of 

ten style checkers that flag problem words or phrases but 

offer little information on solving the problems. The 

section called Average Sentence Length calculates the number 

of paragraphs, sentences, and words in the text. The 

program also prints out the average words per sentence and 

average sentences per paragraph. Vague words are flagged in 

the Vague Word Finder. Be Finder highlights be. verbs, 

indicating number and percentage. Misspelled words are 

highlighted in the module called Spelling Problems Finder. 

The section named Proof For Duplicates checks the text for 

repetitions of words or phrases. The Articles Use Checker 

22 



flags all articles (Hazen 46-47). Tools For Writers is too 

limited in scope to analyze any literary text. The critic 

could possibly use the Be Finder or the Vague Word Finder to 

understand Faulkner's writing technique better, but, 

overall, the information in this program is of little use. 

Grammatik III, a software package designed to run on an 

IBM PC, is a relatively well-known style checker. The 

system contains no heuristic or prewriting packages, but 

instead functions as a proofreader, an editorial tool, and a 

post-writing aid. The proofreading program notes common 

grammatical and typographical errors found in a typed text, 

such as double words or double punctuation marks, or errors 

in capitalization. Additionally, the system seeks out 

misplaced punctuation marks and imbalanced parentheses or 

quotation marks. The editorial section locates and 

identifies subject-verb agreement errors, improper article 

usage, incomplete sentences, incorrect use of homonyms, and 

improper possessive usage. Further, Grammatik III 

identifies clumsy, trite, misused, pretentious, redundant, 

or wordy phrases. As a learning tool, the system generates 

a summary report of a variety of statistics. Included in 

the statistics are a readability analysis, a count and 

percentage of passive voice patterns and prepositions, and 

information about the number of sentences in the document. 

The number of words each sentence contains and the average 

word length are also a part of the statistics (Wampler and 
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Williams). Grammatik III contains several stylistic checks 

which might be helpful in analyzing the relationship between 

Faulkner's style and his characterization. The clumsy, 

trite, misused, pretentious, redundant or wordy phrases 

might be applicable to the Jason section. Other Grammatik 

III checks such as readability, passive voice, sentence 

length, and word length might be helpful in literary 

analysis as well. 

Writer's Helper II, compatible with both IBM and Apple 

computers, is a style checker with limited capabilities. 

The program contains both a prewriting package and a 

post-writing section. Prewriting is divided into three 

sub-topics: Find, Explore, and Organize. Find includes an 

idea wheel, free associations, questions, lists and 

brainstorm suggestions. Explore consists of programs called 

Crazy Contrasts, Three Ways Of Seeing, Audience, Random 

Revelations, and Connections. Organize contains sections 

called Trees, Debating An Issue, Structure Guide, Goals, 

Compare/Contrast, Outliner, Develop A Paragraph, and Five 

Paragraph Theme (personal printout of program). The 

post-writing tool also consists of three sub-topics: 

Structure, Audience, and Checks. Structure provides 

information on paragraph development and coherence, sentence 

length, subordinate clauses, and word frequencies. The 

Audience section contains statistical information on 

readability, diction, transitions, prepositions, references, 
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To Be verbs, and vague words. The Checks section notes 

possible problems with gender usage and homonyms (Hazen 36-

44). Writer's Helper II offers some possibilities for 

analysis of The Sound and the Fury. Such sections as 

readability, vagueness and to. be. verbs might be of 

assistance in analyzing Faulkner's writing style. Writer's 

Helper II is, however, extremely cumbersome to use. After 

each check, the user must return to the menu, move the 

cursor, and go back into the program. The procedure is long 

and frustrating. 

The function of style checkers is, of course, 

pedagogical, but some of them may prove useful in discourse 

analysis. The stylistic researcher might find uses for one 

or more of the computer programs available on the market 

today. For the purposes of this study, AT&T's Writer's 

Workbench seems to be the most valuable tool. Diana Cox, 

computer expert at Amarilio College, says that Writer's 

Workbench is the most sophisticated style checker (Cox). 

Writer's Workbench is a computer software program developed 

in the 1970's by members of the Documentation Technologies 

Group at AT&T Bell Laboratories in Piscataway, New Jersey, 

to help their own writers produce better documents and 

reports (King 58). The employees at the Bell Laboratories 

report that Workbench has helped them to improve their 

writing skills (Raye 572). In 1981 Drs. Charles Smith and 

Kathleen Kiefer at Colorado State University became 
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interested in adapting the software to collegiate use, and 

Bell gave CSU a contract to adapt the software for Freshman 

Composition classes and to write a lab manual for the 

material (Johnson 36). Writer's Workbench suggests rather 

than prescribes, and, while it cannot think for the writer 

or the stylistic researcher, it can offer suggestions which 

might strengthen writing or illuminate literary prose 

styles. 

The software consists of a variety of programs. The 

Organization section, which appears first, provides a check 

for paragraph coherence by printing out the first and last 

sentence of each paragraph. The Development section checks 

the length of each individual paragraph, noting which 

paragraphs are shorter than average as a check for 

development. (Standards were set at CSU.) The Diction and 

Be Verb programs print out a copy of the text, starring and 

bracketing inflated, overused, sexist or misused words or 

phrases and capitalizing all be. verbs. The Suggest section 

of the Workbench offers possible alternatives for the words 

and phrases which are flagged in the Diction section. The 

system also flags sexist nouns and misused words such as 

"could of" instead of "could have." Writer's Workbench also 

contains a Spelling package that identifies misspelled words 

and typographical errors. The dictionary can be customized 

to suit the user. Words not listed in the dictionary are 

classified as misspelled whether they are actually 
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misspelled or not. The Check section provides a list of 

words which are often interchanged. Some of the more 

commonly misused words include affect/effect, its/it's and 

their/there/thev're. After flagging these words, the 

program either defines each word or refers the user to the 

Glossary. As a check for minor technical errors, the 

Punctuation section counts the number of right and left 

parentheses and the number of right and left quotation 

marks. The program also counts the total number of 

apostrophes. Additionally, Punctuation notes errors in 

spacing after periods, colons, semicolons, commas, and 

quotation marks. Workbench also includes a program called 

Negative which notes negative syntactical structures. The 

Double section, one of the shortest programs in the 

print-out, finds consecutive occurrences of the same word in 

the text. The Grammar program of Writer's Workbench 

identifies only two minor grammatical problems: split 

infinitives and incorrect usages of a_ and an. (Writer's 

Workbench 35-53). 

One of the most extensive programs included in Writer's 

Workbench is called Prose. The first section of Prose, 

subtitled Average Sentence Length, gives the average 

sentence length of the sentences in the text. Ail sentences 

fifty words or longer are automatically printed out. The 

second topic under Prose is called Variation. Variation has 

three subtopics: Sentence Type gives the percentage of 
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simple and complex sentences (in the text the computer 

counts compound sentences as simple sentences); Sentence 

Length figures the percentage of sentences five or more 

words shorter than average and the percentage of sentences 

ten or more words longer than average (based on the sentence 

lengths in the text); and Sentence Beginnings gives the 

percentage of sentences beginning with a subject. The third 

topic under Prose, called Verb Choice, gives the percentage 

of to. be verbs. The program notes the percentage of passive 

voice verbs and prints out all sentences containing them. 

The percentage of nominalizations is provided next, and 

sentences containing nominalized words are printed (Writer' s 

Workbench 43-52). The fourth and final section under Prose 

is called Problem Sentences. This section prints out a list 

of sentences that contain possible sentence fragments, 

run-on sentences, and comma splices. 

The final section. Style, summ.arizes the statistical 

information provided and gives additional statistics for the 

document as a conclusion to the program. For example, when 

percentages are given, the actual number of occurrences are 

also given. First, the program gives the average sentence 

length, what percentage of the sentences are five words 

shorter than average, what percentage of the sentences are 

ten words longer than the average, and the percentage of 

simple and complex sentences. Second, the percentage and 

number of t^ be verbs, passives, and nominalizations are 
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given. Third, the program lists the types of sentence 

openers found in the text, such as nouns, pronouns, 

possessives, adjectives, and articles and non-subject 

openers (both percentage and number) such as prepositions, 

adverbs, verbs, subordinating conjunctions, conjunctions, 

and verbals. Fourth, the computer notes what percentage of 

words are prepositions in the text. Fifth, the section 

gives the percentages of vague and abstract words and lists 

them if the percentages are higher than 3% and 2%, 

respectively. Sixth, the Style section gives the total 

number of sentences, total number of words, average word 

length and readability level. Three readability indices are 

included: Kincaid, Coleman-Liau, and Flesch (Writer's 

Workbench 57-59) . Dealing with letters per word, syllables 

per word, words per sentences, and sentences per one hundred 

words, readability indices estimate the number of years of 

schooling a reader needs to understand a piece of writing. 

These formulae give a reasonable prediction of text 

difficulty. 

None of the style checkers offers programs 100% 

applicable to the analysis of literary discourses. However, 

several of the programs contain possible options for this 

type of stylistic scrutiny. Of all the programs available 

today, AT&T's Writer's Workbench has the largest variety of 

analytical tools in a user-friendly computer environment. 

Although Writer's Workbench provides many helpful pedogical 
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programs, the most varied program—Style--offers the writer 

as well as the critic a well balanced variety of discourse 

analyzers. The Style Program provides the most thorough 

stylistic information of any software available. Thus it is 

the software program of choice to analyze Faulkner's writing 

technique in his most revised and rewritten novel The Sound 

and the Fury. 

In his essay "The Art of Poetry," Aristotle emphasizes 

that tragedy "is a representation of an action that is 

whole, complete, and of a certain magnitude" (299) . He 

further states that "a whole involves having a beginning, a 

middle, and an end" (300) . This logical arrangement of plot 

must be observed, according to Aristotle, so that the 

orderly representation of action can be discerned. As a 

result, practicality (because the novel is so long that an 

analysis of the complete text would prove cumbersome) and 

precedent (Aristotle) provide the rationale for selecting 

the first four pages, the middle four pages, and the last 

four pages of the first three sections of the novel and 

entering into Writer's Workbench only the conversations of 

Benjy, Quentin, and Jason to initiate a study of Faulkner's 

writing style. Sentence length, sentence types, sentence 

beginnings, verb usage, and word choice--ali elements of 

Style--can be examined in the Benjy, Quentin, and Jason 

sections of The Sound and the Fury to determine whether the 
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computerized results support, contradict, or add to the 

findings of previous stylistic criticism. 

Dilsey can be excluded from this study for several 

reasons. First, Dilsey serves, somewhat intrusively, as 

Faulkner's alter ego. Faulkner allows her to speak for him 

out of "pressures stemming from an urgent need for self-

expression" (Millgate, Achievement 101). Second, Dilsey's 

narrative is written by a third person omniscient narrator. 

As Cleanth Brooks writes, "We find ourselves for the first 

time now [in the Dilsey section] viewing characters and 

events not through the interpretations of one limited mind 

with all its biases and distortions, but peering into 

something that looks and feels like objectivity" (Encounters 

69). Third, the Black English vernacular imposed on the 

Dilsey section skews any personality analysis based on 

language because this language places her in a racial box, a 

box in which, according to Faulkner, " . . . the white man 

can never really know the Negro, because the white man has 

forced the Negro to be always Negro rather than another 

human being . . . " (Gwynn 211). Fourth, style checkers at 

this time lack the technology to analyze Dilsey's Black 

dialect reliably. Finally, the most important reason to 

exclude Dilsey is that she is not a Compson. Dilsey is one 

of Faulkner's tools in the telling of the story of the 

decaying Compson family. The causes of the decay are 

revealed in the first three sections of the novel through 
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the eyes and thoughts of the three Compson brothers. Not 

only is Dilsey outside the family because she is not a 

Compson, but also she is outside the family because Faulkner 

created her to be an outsider: "I had to write another 

section from the outside with an outsider, which was the 

writer, to tell what had happened . . . " (Millgate, 

Achievement 89) . Thus, the section on Dilsey falls outside 

the scope of this study, a study affirming that the language 

of the three brothers--Benjy, Quentin, and Jason--reveals 

the personality of each and collectively explains the 

decline of the Compson family. 
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CHAPTER II 

A WRITER'S WORKBENCH LANGUAGE ANALYSIS 

OF BENJY: FAULKNER'S RETARDED SURVIVOR 

Benjy Compson is a thirty-three year old retarded man 

whom Faulkner once described as a self-centered, innocent 

child, an idiot who never could cope with the world he 

inhabited (Millgate 89). For Benjy the world consists only 

of his immediate environment: what he can see or touch or 

smell. If he cannot use his senses to perceive an idea or 

an object, then that concept does not exist for him. This 

egocentric viewpoint results in a black and white world, a 

world where everything is concrete and timeless. 

Unconscious of the passing of time, Benjy lives in a present 

tense world. Consequently, his mind m.oves from one event to 

another across a gap of years without warning and without 

any understanding of the time changes (Brooks, Yoknapatawpha 

328). Moreover, abstractions are beyond Benjy, as is 

conceptual language in general (Brooks, Encounters 48). 

Unable to understand an abstract concept like love, he 

responds instinctively to the love of his sister Caddy and 

the Compson's black servant Dilsey. Although Benjy 

effectively narrates his own section, the language remains 

simplistic and unpretentious. Critic Michael Millgate 

writes: 

Benjy is a first person narrator . . . but his 
observations do not pass through an intelligence which 
is capable of ordering, and hence distorting them; he 
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reports the events of which he is a spectator and even 
those in which he himself is a participator, with a 
camera-like fidelity. (91) 

Benjy reflects innocence and naivete in his language in this 

section, and sometimes the effect of that language is so 

subtle that the reader may not detect it. Using the Style 

Program from Writer's Workbench to analyze selected passages 

in the Benjy text, the critic can detect many of those 

subtle language effects which reinforce the Benjy persona. 

The length of Benjy's sentences, for examiple, force the 

reader to note Benjy's limited intellect and his child-like 

approach to life and his environment. The sentence length 

in his section averages approximately ten words, a little 

over half the computer-set norm of eighteen words. Ten-word 

sentences seem long for the simple child-man, but most of 

Benjy's sentences are short, choppy sentences joined 

together with the conjunction and. The sentences are like a 

child's choo-choo train with little cars joined together by 

the conjunctions: "I got undressed and I looked at myself 

and I began to cry" (Faulkner 90). The following sentence 

also illustrates the choo-choo effect: 

It kept on making it and I couldn't tell if I was 
crying or not, and T. P. fell on top of me, 
laughing, and it kept on making the sound and 
Quentin kicked T. P. and Caddy put her arms around 
me, and her shining veil, and I couldn't smell 
trees anymore and I began to cry. (48) 

The joining of short sentences together causes the sentences 

to seem longer than they normally would be for a retarded 

man with the mind of a small child. Short, simple sentences 
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coincide with Benjy's mentality. Further, Benjy's sentences 

lack the necessary variation to prevent monotony. Only 21% 

of his sentences are five words or more shorter than the 

average, significantly shorter than the average sentence 

length of ten words. According to Writer's Workbench, 30% 

or more of his sentences should be shorter than ten words to 

avoid monotony. Also, only 8% of Benjy's sentences add up 

to ten words or more longer than his ten-word average; 15% 

would be more appropriate, as indicated by Writer's 

Workbench. Benjy's sentences lack variation because his 

life lacks variation. Each event in his life carries equal 

weight, and his sentence structure parallels that sameness. 

Closely aligned with the length of Benjy's sentences 

are the sentence types in his section. Eighty-six percent 

of his sentences are either simple or compound sentences. 

In fact, several of his sentences consist only of the 

subject-verb pattern: "Luster threw" (2), "Caddy was 

walking" (5), and "I hushed" (49). The subject-verb-direct 

object pattern also accounts for several of Benjy's 

sentences: "I could smell the cold" (5), "I saw them"(46), 

and "He pulled me" (46). The Writer's Workbench suggested 

norm for simple sentences recommends only 50%; Benjy's 

unusually high percentage matches his simple personality. 

Since 14% of Benjy's sentences are complex, and complex 

sentences often indicate a high level of thought, a look at 

the text explains why Benjy uses them. Most of Benjy's 
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usages pertain to location; they are adverb clauses which 

begin with the word where, as illustrated in the following 

examples: "We went along the fence and came to the garden 

fence, where our shadows were" (2), and "We went to Mother's 

room, where she was lying with the sickness on a cloth on 

her head" (49). Even though these adverb clauses make the 

sentences complex, they are of the simplest form. When 

Benjy uses adverb clauses, he calls on his senses to connect 

him with his environment, and this connection manifests 

itself in adverb clauses. In these two examples, Benjy uses 

his sense of sight to help him understand his surroundings. 

He notices shadows on the fence; his shadow confirms his 

existence in the Compson garden. Inside the Compson 

household, Benjy again uses his sight to make sense of his 

world. He associates illness with his mother when he sees 

her in bed with the sickness cloth on her head. When Benjy 

says, "We stopped over and crossed the garden, where the 

flowers rasped and rattled against us" (3), he uses the 

sense of touch to make a connection between himself and his 

environment. The flowers actually touch him so he can 

realize he is a part of the garden of his microcosm. Benjy 

also uses sound to indicate his location: "We climbed the 

fence, where the pigs were grunting and snuffling" (3). The 

sound of those pigs leads Benjy to the exact location where 

he and Versh climb the fence. Benjy's existence is 

virtually wrapped up in his senses, and his world is limited 
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to them. If he cannot see, feel, smell, hear, or taste 

something, it does not exist for him. Benjy often uses 

complex sentences to come to grips with his environment. 

Through his senses, he places himself in a world which 

alienates and rejects him, but he instinctively knows he 

exists in a small part of that world because he can see, 

feel, smell, hear, or taste it. 

Interestingly, a few of Benjy's complex sentences deal 

with cause and effect relationships. Again, a look at the 

text will help the critic understand how a child-like man 

who has no concept of complex issues can use complex 

sentences which seemingly indicate an awareness of cause and 

effect. Two examples of this type of sentence are: "When I 

was still, they were still" (49), and "When I moved, they 

glinted and sparkled" (49) . In these sentences, Benjy is 

looking at a box full of stars, and he is learning in his 

child-like way that he can make the stars sparkle by m.oving 

his body, similar to the process a baby uses to learn to 

splash water in the bathtub. Still Benjy fails to realize 

that he could move the box rather than his own body and 

achieve the same effect. Thus his understanding of cause 

and effect is simplistic and incomplete: "But when I tried 

to climb onto it it [sic] jumped away and hit me on the back 

of the head and my throat made a sound" (47). In this 

sentence, Benjy is describing his experience of trying to 

climb onto a window box. When he falls off, he immediately 
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assumes that the window box moved. He again fails to fully 

grasp the cause and effect concept. Conceptuality is beyond 

Benjy's reach. Certainly, the few complex sentences which 

appear in the Benjy section acquaint the reader with Benjy's 

sensory approach to his microcosm, as well as his limited 

and child-like awareness of the cause and effect 

relationship. 

Other sentence structure concerns for the critic are 

the types of sentence beginnings in the Benjy section. 

Eighty-two percent of Benjy's sentences begin with subjects. 

This statistic closely parallels the percentage of simple 

sentences. Forty-six percent of the subjects are pronouns. 

Not surprisingly, in Benjy's egocentric world, the majority 

of those pronouns are the singular and plural first person 

pronouns X and we. The X^ of course, refers to Benjy: "I 

held to the fence" (2) and "I squatted there, holding the 

slipper" (88). When Benjy begins his sentences with the 

pronoun we, he is thinking of himself and his care givers: 

"we [Luster and Benjy] came to the broken place and went 

through it" (2), and "We could hear the tree thrashing" 

(46). The we in this case is Benjy and the other Compson 

children, as well as the Black children on the Compson 

estate. All the children are watching Caddy climb the tree 

to peer in the window at the time of Damuddy's death. 

Second to X ^^^ we as the pronoun most often used to begin 

sentences is he, divided fairly equally among Benjy's 
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caregivers--Versh, T. P., and Luster--and his family 

members--Jason, Quentin, and Mr. Compson. One he. has no 

antecedent: "He hit" (1). The "he" is apparently a golfer 

on the golf course near Benjy's home. Close in number to 

the third person masculine pronoun is the third person 

feminine pronoun. References to Caddy account for well over 

half the feminine pronoun beginnings in the Benjy section, 

with Dilsey a close second. Caroline Compson, Benjy's 

mother, is referred to only once. 

The pronoun XL begins sentences infrequently. Eight of 

the its have antecedents, but the antecedents are often 

questionable or hidden: "It made that sound again . . . " 

(48), and "It kept on making it [the sound] . . . " (48). 

The first three its refer to Benjy's throat. Then "It was 

full of stars" (49) refers to the box Caddy gives Benjy, and 

"It hissed, uncurled, turning black" (88) alludes to the 

paper Jason throws into the fire, paper Jason is caught 

chewing. Two of the occurrences of Xt seem to refer to the 

flags on the golf course: "It flapped on the bright grass 

and the trees" (2), and "It was red, flapping on the 

pasture" (2). Two of the Xts exist with no apparent 

antecedent. "It came out of Quentin's window and climbed 

across into the tree" (90) and "It went away, and Father 

looked at us" (91). In these two sentences the Xts may 

refer to Caddy's former shadow in the moonlight as she slips 

out the window to meet her secret lovers. 
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Finally, they begins sentences four times in the Benjy 

text, and none of the occurrences have antecedents. 

Certainly Benjy lives an egocentric existence, so 

understandably and not particularly surprisingly, most of 

his pronouns begin with the first person pronoun. And since 

he is surrounded by caregivers who literally dress him and 

feed him, the critic might expect that a large percentage of 

the third person pronouns Benjy uses would refer to these 

caregivers. Additionally, Caddy and Dilsey love him and 

genuinely care for him, so he alludes to them frequently; he 

is not able to conceptualize the meaning of love, but he can 

feel it. Unfortunately, Benjy apparently feels little or no 

connection with his mother; only one of his pronouns 

mentions her. 

Interestingly, the beginning pronouns with questionable 

antecedents or those without antecedents also help to define 

Benjy. Events which Benjy cannot accept or understand are 

difficult for him to articulate, even in his stream of 

consciousness speech. The selling of the Compson land is an 

extremely painful event for Benjy, because that land is a 

part of his microcosm, and when the property becomes a golf 

course, he is unable to make an adjustment to his loss. 

Equally painful to Benjy, or perhaps more so, is the loss of 

Caddy. Instinctively, he knows he is losing Caddy when she 

sneaks out at night to meet her lovers. He cannot adjust to 

the loss either, so he distances himself from the hurt by 
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referring to Caddy as an Xt. Benjy feels instinctively, not 

rationally. 

Nouns account for about 23% of the beginning subjects 

in the Benjy section, and all of these nouns are proper 

names. Caddy is mentioned four times as often as any of the 

other characters in the story while Benjy refers to Luster, 

T. P., Jason and Quentin three times each and Uncle Maury 

and Versh twice. He mentions his father and Dilsey only 

once. Caroline Compson fails to make the list. Again, 

Caddy seems to dominate Benjy's mind. In fact, three times 

her name is the only word in the sentence, reinforcing the 

idea that Benjy is blindly devoted to his sister. 

The other opening subjects in the Benjy section consist 

of articles (7%), adjectives (4%), and possessives (4%). 

The is the article used in all instances. Half of the time, 

the word modifies an element of nature: "The ground was 

hard (3), "The ground was hard, churned and knotted" (3), 

"The sun was cold and bright" (4), "The tree quit thrashing" 

(46), and "The moonlight came down the cellar stairs" (47). 

The other occurrences are, of course, objects in and around 

Benjy's house: "the flag" (2) on the golf course, "the 

room" (91) where Benjy sleeps, "the gate" (4) around the 

yard and "the cellar steps" (47). Thus Benjy's closeness to 

nature is connected to his use of articles. His mind dwells 

on nature often. But besides nature, Benjy mentions 

tangible objects around his home because he is familiar with 
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them. Again, these sentence-beginning subjects define Benjy 

as a natural man whose world exists on the Compson estate. 

Additionally, the adjectives and possessive pronouns which 

begin sentences introduce the reader to Benjy, who has few 

possessions except "my shadow" (2). Therefore, possessive 

pronouns in his section would necessarily refer to the 

possessions of others: "her [Caddy's] hair" and "Jason's 

eyes" (88). The adjective uncle occurs twice as in "Uncle 

Maury" (4). 

The remaining approximately 18% of the sentence 

beginnings consist of adverbs, conjunctions, and 

prepositions. Adverbs account for most of these other 

beginnings, and fourteen out of seventeen of them are the 

word then: "Then we couldn't see her" (46), "Then it was 

gray" (88), and "Then it was gone" (88). Benjy reports 

events sequentially with a camera-like fidelity. He is not 

capable of the complex level of thought associated with 

introductory adverbial clauses or phrases. Two of the 

remaining adverbs introduce clauses that illustrate Benjy's 

faulty cause and effect thought process: "When I was still, 

they [the stars] were still" (49), and "when I moved, they 

glinted and sparkled" (49). 

Next, five sentences begin with coordinating 

conjunctions. Three of the five begin with but, each 

emphasizing Benjy's childlike confusion: "But when I tried 

to climb onto it it [sic] jumped away and hit me on the back 
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of the head and my throat made a sound" (47). The but helps 

evoke the image of a small child who tries over and over to 

climb onto a flower box, but falls off and complains that 

the flower box will not cooperate. The child blames the 

flower box. Then when Benjy says, "but my throat kept on 

making the sound while T. P. was pulling me" (48), the use 

of the word but allows Benjy to relieve himself of the 

responsibility of the sound he makes. Though he is not a 

child, but a man with a child's mind, he behaves like one, 

and children typically blame an object when they are to 

blame. The last sentence beginning with but is "but I 

didn't hush, and when she went away I followed, and she 

stopped on the stairs and waited and I stopped too" (48-49) . 

Caddy tells Benjy to hush his moaning, and the but in this 

sentence sounds like a pouty little child who petulantly 

refuses to hush crying. 

The other two coordinating conjunctions are .s£ and and. 

In the former instance Benjy says, "So I stayed hushed" 

(91). However, he does not hush until Dilsey turns out the 

light in the bedroom and Caddy puts her hand on Benjy to 

quieten him. As Caddy pats Benjy, he finally calms down, 

but he is unable to go to sleep. The next sentence 

beginning with a coordinating conjunction explains why: 

"And then I could see the windows, there the trees were 

buzzing" (92). Benjy is afraid to go to sleep because he 

has a recurring nightmare which begins with his memory of 
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Caddy climbing out the window and down the buzzing trees and 

ends with the smooth bright shapes which he first saw while 

he was under the anesthetic when he was castrated. In 

Benjy's case, starting sentences with coordinating 

conjunctions as sentence openers helps to reinforce his 

childish ways. 

Finally, the two sentences that open with prepositions 

indicate a simplicity in Benjy's thought process. Both have 

to do with physical location in Benjy's little world: 

"Through the fence, between the curling flower spaces . . . " 

(1), and "In the corner it was dark, but I could see the 

window" (88). He knows these locations well because they 

are parts of his world. The phrases help the reader to move 

into Benjy's consciousness with the camera-like swiftness of 

a zoom lens. 

None of Benjy's sentences open with subordinating 

conjunctions, verbals or verbs. Beginning a sentence with a 

subordinating conjunction requires a realization that some 

ideas are less important than others, an actual ranking of 

ideas. And often a properly placed introductory clause or 

phrase results in a highly sophisticated manipulation of the 

language. Of course, Benjy possesses no such judgment or 

language skills. Similarly, introductory verbal phrases are 

an advanced linguistic tool which can indicate cause and 

effect, and Benjy never realizes that one event relates to 

another. None of Benjy's sentences begin with verbs because 
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these types of sentences signal imperative mood. Benjy 

never actually speaks in direct discourse, so he cannot 

command anyone to do anything, and the imperative requires 

an understanding of cause and effect and of subordination. 

Sentence beginnings are important to the understanding of 

any character. In Benjy's case, his first thought is 

sometimes his only thought, so sentence beginnings frame his 

thought processes and those thought processes define him. 

The critic can find additional language and character 

information by looking at the use of verbs. In the 

representative sentences in the Benjy text, Faulkner uses no 

passive voice verbs. Readers often categorize Benjy as a 

victim, but his verbs fail to substantiate that assertion. 

His language is not the language of a victim; his verbs are 

vigorous and direct. Furthermore, over 25% (approximately 

forty sentences) of the verbs in the Benjy section are to. be. 

verbs. Of this number of sentences, eighteen actually 

contain be verbs while fourteen are auxiliary verbs used in 

forming progressive tenses. The computer routinely 

classifies auxiliary be verbs as main be verbs. Seven of 

the sentences containing main be verbs relate to Benjy's 

senses: "It was red" (2), "The ground was hard"(3), "The sun 

was cold and bright" (4), and "In the corner it was dark" 

(88). Another seven sentences denote location, and they 

fall into two categories: Benjy's location and the location 

of objects. "I went along the fence to where the flag was" 
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(2), "We went along the fence . . . where our shadows were" 

(2), "Caddy's head was on Father's shoulder" (88), and 

"There were two beds" (90). A few of Benjy's be verbs are 

linking verbs: "Her hair was like fire" (88), and "It 

[Benjy's box] was full of stars" (49). 

Although the sentences written in the progressive tense 

use be as an auxiliary verb, the critic can discover another 

characteristic of Benjy's persona by examining those 

sentences. All but one pertain to the actions of others. 

Benjy does not progress, but others do: "Luster was hunting 

. . ." (1), "Uncle Maury was putting the bottle away . . . " 

(4), "Caddy was walking" (5), and "We went to Mother's room, 

where she was lying with the sickness on a cloth on her 

head" (49). The only sentence written in progressive tense 

which applies to Benjy is ". . . 1 couldn't tell if I was 

crying or not . . . " (48). 

Thus, a close analysis of the verbs in this section 

reveals additional knowledge about Benjy Compson. His lack 

of passive verbs tells the reader that he is not a victim, 

and his lack of nominalizations substantiates the idea that 

he is incapable of nominalization, that is, converting a 

verb into a noun. Benjy lacks the complex thought processes 

that nominalization requires. Additionally, the instances 

of progressive tense, with one exception, depict the 

progressive actions of others. Benjy is isolated from these 

activities. The be. verbs in the Benjy section also help to 
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define Benjy. Simply stated, location and his senses tie 

Benjy to the world where he instinctively exists. 

Word use in the Benjy section gives the critic even 

more information on the Benjy character. Writer's Workbench 

flags no abstract words from the Benjy file, again 

demonstrating that Benjy is not capable of abstract 

thinking. Workbench does, however, identify a small number 

of vague words. Table 1 lists occurrences of vague words in 

the Benjy text. 

Table 1 Vague Words in the Benjy Text 

got 3 something 2 more 1 

get 2 hard 2 little 1 

go 2 going 1 place 1 

all 2 some 1 

The most frequently used vague word is got. 

Interestingly enough, however, the word as used in this 

context has nothing to do with the obtaining of possessions. 

One use shows movement: "Quentin got in the other one 

[bed]" (90). The second use is idiomatic: "I got 

undressed" (90), meaning "I undressed." The third one, 

"Caddy got the box" (49), means to fetch. The word qet_ 

occurs twice: " . . . I tried to get up" (47), and "I 

stopped trying to get up" (48). Both are idioms used to 
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mean "stand" or "rise." The two incidences of the word oo 

are typical: "We didn't go to our room" (89), and " . . . we 

watched it go away across the grass (90). 

The word all, which also occurs twice in the text, 

reflects Benjy's dependence on his senses. The sense of 

touch is illustrated when Benjy says, "I couldn't feel the 

gate at all . . ." (5). And Benjy exercises his sense of 

hearing in the sentence: "Caddy held me and I could hear us 

all . . . " (92). The indefinite pronoun somethinq refers to 

unidentifiable objects: " . . . the moonlight jumped away 

and something hit me" (47), and "Caddy held me and I could 

hear us all, and the darkness, and something I could smell" 

(92). The first somethinq is the flower box while the 

second somethinq is possibly Caddy's lost virginity. 

The vague word hard appears twice in identical 

sentences: "The ground is hard" (2, 3). Again Benjy is 

concerned with the physical. The final five vague words 

occur once in the section. Going applies to the golfers as 

Benjy watches them "going away" (1). As usual, Benjy is on 

the inside watching someone else moving away on the outside. 

The quantitative adjectives some and more occur in the same 

sentence when Benjy says, "We drank some more sassprilluh" 

(47) , and his sense of taste once more comies to the 

foreground. He uses the word little ambiguously: "They 

were hitting little . . ." (2). Were the golfers hitting a 

little while? Were they hitting infrequently? Or is the 
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use of the word idiomatic? The answer is difficult to 

determine. Probably they were hitting something (a golf 

ball) that was little, but he does not know what it is. 

The final vague word used is place, which represents a 

concrete concept to Benjy. "We came to the broken place and 

went through it" (2). The broken place in the fence is 

Benjy's landmark in his own little world. Although most of 

the vague words in the Benjy section are used idiomatically, 

several of them designate events which cause Benjy pain. 

Being unable to articulate emotional hurt, he uses vague or 

indefinite words to refer to these events. Benjy's loss of 

Caddy through her lost virginity becomes somethinq, an 

indefinite pronoun which allows Benjy to distance himself 

from the unpleasant event. "Hitting little," in its 

ambiguity, also distances Benjy from the specificity of the 

golf course. From a look at these vague words, the critic 

learns that the golf course and the loss of the Compson land 

may have had a greater influence on Benjy and his confusion 

than earlier criticism has indicated. 

The psychological profile of Benjy, as established by 

interpreting Writer's Workbench analysis of the section, is 

slightly different from the usual characterization of 

Faulkner's thirty-three-year-old idiot child. Benjy is not 

a victim who has absolutely no control over his life, for he 

has developed a unique system of coping with life's 

realities: if events are disturbing him, he distances 
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himself, resulting stylistically in ambiguities and pronouns 

sans antecedents. If he feels isolated, he connects to 

nature. If his mother neglects him, he looks to Caddy or 

Dilsey for comfort. In other words, Benjy survives. 
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CHAPTER III 

A WRITER'S WORKBENCH LANGUAGE ANALYSIS 

OF QUENTIN: FAULKNER'S COMPLEX SUICIDE 

Quentin Compson, an intelligent, young college man, 

attends Harvard University. Critic Frederick Hoffman says 

of Quentin and Quentin's section in The Sound and the Fury: 

"One notices immediately the differences of language, the 

variety of figures and illusions" (54). Of all the Compson 

children, Quentin stands out as the most complex. Cleanth 

Brooks calls him enigmatic (Encounters 52) because this 

gifted university student with a supposedly bright future 

ahead of him actually lives in a world so shadowy and 

confused that he finally resorts to suicide rather than face 

the future he envisions. A "highly intelligent and sensitive 

young man," Quentin lacks the coping skills to face his 

problems (50), gradually losing all sense of identity as he 

lives the day he has selected for his suicide. As the day 

slowly progresses, Quentin becomes obsessed with time and 

clocks and their cause and effect relationship to his life 

(Millgate 88) . Everywhere Quentin goes he hears the minutes 

of his life ticking away, and he reviews his life, trying to 

find meaning from the most influential events and people in 

his life (Millgate 96). An examination of his language use 

should explain the enigma that is Quentin. 

Sentence length, for example, in the Quentin section 

averages about sixteen words. Since the computer-set norm 
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averages eighteen words, it appears that Quentin's emotional 

state has perhaps influenced his mental state. And since 

the next to the last paragraph in Quentin's narrative 

contains a three-page-long sentence, Quentin's typical 

sentence length actually averages fewer words. Benjy's 

short sentences result from his retardation, but Quentin, 

while not retarded, is troubled, preoccupied and irrational 

at times. His sentences reflect that irrationality. Sixty 

percent of his sentences (often fragments) contain five 

words fewer than the average, a significant deviation from 

the computer-set norm of 30%. Often Quentin speaks in 

fragments: "Calling Shreve my husband" (96) or "Hearing it, 

that is" (93). Also some of the sentences contain just one 

word and seem almost incoherent: "Wonder" (94), "Boys" (96), 

"Children" (159), and "Roses," uttered four times (95). On 

the other side of the spectrum, only 13% of the sentences 

average ten words more than the average, with one about a 

thousand words long. Just as his sentence length reflects 

extreme diversity, ranging from one word to one thousand 

words, so too is Quentin's tortured consciousness expressed 

in extremes. 

The sentence types in Quentin's section present some 

interesting inroads into the Quentin persona. Quentin's 

70% simple sentence statistic closely parallels Jason's 

percentage, a surprising discovery since Quentin has a 

better education than does his brother Jason. Yet a look at 
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the Quentin text clears up the mystery somewhat. The 

sections in which Quentin converses with someone contain 

simple sentences. In these conversations he generally 

answers in short simple sentences. When Shreve stops in to 

see if he plans to go to class, Quentin says, "Not yet. Run 

along. I'll make it" (96). He does not want to take the 

time to engage in lengthy conversation, afraid perhaps that 

Shreve will discover his dark secret and try to persuade him 

to seek professional help. Nonetheless, he later becomes 

quite chatty when he runs across the little girl on the 

street. He still uses simple sentences, but more 

substantive ones: "Do you like ice cream?" (159) He 

apparently feels more comfortable around the girl, whom he 

addresses as "sister," seemingly associating her with his 

sister Caddy, and, for the short time that he interacts with 

her, he functions normally, at least outwardly. He does, 

however, have difficulty holding on to that normality when 

his stream of consciousness takes over. As he sits in the 

bakery with the little girl, he mentally observes: "The 

little girl watched them [the buns] with still and unwinking 

eyes like two currants floating motionless in a cup of weak 

coffee Land of the kike home of the wop" (156). Rationality 

remains tenuous at best for Quentin on this the day of his 

death. Surprisingly though, he picks up the simple sentence 

pattern again at the end of the section just moments before 

he jumps into the murky waters. The effect chills the 
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bones. He seems to have detached himself from involvement 

in life as he dispassionately moves back and reports his 

actions, almost as if he stands outside and watches his 

physical shell of a body prepare for a journey. Quentin 

observes: "Then I carried the watch into Shreve's room and 

put it in his drawer and went to my room and got a fresh 

handkerchief and went to the door and put my hand on the 

light switch" (222) . The abundance of simple sentences in 

the final chapter of Quentin's life illuminates the 

methodical, though not necessarily rational, state of 

Quentin's mind as he turns off the light of his apartment 

and his life. 

Quentin's story contains 30% complex sentences, in 

which Quentin's erratic, pathological behavior becomes 

evident. For the most part, these sentences are long and 

convoluted, except for the nine short complex sentences in 

the little girl episode. These sentences typically reveal 

Quentin's obsession with time, as in the following excerpt: 

The first note sounded, measured and tranquil, 
serenely peremptory, emptying the unhurried 
silence for the next one and that's it if people 
could only change one another forever that way 
merge like a flame swirling up for an instant 
then blown cleanly out along the cool eternal dark 
instead of lying there trying not to think of the 
swing until all cedars came to have that vivid 
dead smell of perfume that Benjy hated so. (219) 

The complex sentences that mention time usually dissolve 

into this sort of nostalgic incoherency, but in that 

incoherency, Quentin expresses a major concern in his life: 
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Caddy and the "dead smell" of her perfume when she goes out 

to engage in her promiscuity. 

Besides Caddy and time, one other obsession permeates 

Quentin's long complex sentences—his preoccupation with his 

father. Largely ignored by critics, this preoccupation 

crops up frequently throughout the Quentin section. In fact 

the longest complex sentence, composed of one run-on 

sentence after another, contains an imagined dialogue 

between Quentin and his dead father where the two identities 

of father and son merge into one: " . . . and he we must 

stay awake and see evil done for a little while . . . " 

(219) . Then the identities separate: "you will not even be 

dead and i temporary and he you cannot bear to think that 

someday it will no longer hurt you . . . " (220). In this 

nearly one thousand word sentence, Quentin addresses the 

issues which have caused his mental stress. First his 

imagined incest with Caddy produces a tremendous amount of 

guilt: ". . . i was afraid she might [commit incest] and 

then it wouldn't have done any good but if i could tell you 

[Mr. Compson] we did it would have been so . . ." (220) . 

Second, his father's death still troubles Quentin: " . . . 

you will not even be dead . . . " (220). Third, violating 

the southern code of gentility worries him: " . . . for you 

to go to harvard has been your mother's dream since you were 

born and no compson has ever disappointed a lady . . . " 

(221) . Embedded in this lengthy complex sentence lies a 
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video camera shot of Quentin's disturbed mind as he mentally 

relives his unhappy life. 

The sentence beginnings in the Quentin section should 

also interest the critic. Sixty-three percent of the 

sentences begin with subjects, and pronouns account for the 

largest number of subject openers. Reflecting Quentin's 

self-absorbed life, the pronoun X appears most often. His 

thoughts and concerns turn inward: "I got up and went to 

the dresser and slid my hand along it and touched the watch 

and turned it face down and went back to bed" (94). Next in 

incidence, she refers mostly to Natalie, the little girl 

Quentin meets at the bake shop. Natalie substitutes for 

Caddy in Quentin's mind. He protects her, he buys her some 

buns and ice cream, and he walks her home. He not only 

treats her like his little sister, he actually calls her 

sister when he first sees her (155). The pronoun we, when 

occurring at the beginning of the sentence, always refers to 

Quentin and Natalie: "We came to the drugstore and had some 

ice cream," for example (159). 

Indicative of Quentin's educational background, he uses 

only one Xt.--the idiomatic expletive that Jason uses 

constantly as a sentence opener: "It's always the idle 

habits you acquire which you will regret" (94). The other 

three its have antecedents, unlike any of Benjy's Xts: "It 

[the watch] was propped against the collar box, and I lay 

listening to it" (93); "It [the bakery doorbell] rang once 
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for both of us" (157), and "It [Natalie's fist] uncurled 

upon a nickel . . . " (157). 

Next comes the third person masculine pronoun he, 

referring to Shreve three times and to Quentin's father 

once. The pronoun you occurs three times as an indefinite 

pronoun: "You can be oblivious to the sound for a long 

while, then in a second of ticking it can create in the mind 

unbroken the long diminishing parade of time you didn't 

hear" (94). Quentin uses they in a similar fashion: "They 

[boys and men] lie about it [being virgins]" (96). While 

not exactly indefinite, they does refer to men and boys in 

general. 

Although these subject opening pronouns reveal a 

self-absorbed and well-educated young man who apparently has 

a sister fixation, the pronouns occurring erratically in 

Quentin's imagined conversation with his father reveal even 

more about the young man's dark and confused psyche. Of the 

approximately one hundred pronouns in the passage, 

twenty-two of them are the word you, which Quentin uses to 

address his father, and the twelve incidences of he. refer to 

the father as well, indicating a preoccupation with the 

memory of his father. In this dialogue, the pronoun X comes 

in second to Quentin's father. Used once as a capital 

letter, the pronoun then appears twenty-one times as the 

lower case X- Quentin no longer considers himself a 

significant part of the world; he exists as "i temporary" 
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(221). But not surprisingly, the pronoun Xt becomes more 

idiomatic as Quentin's mental state deteriorates. Only half 

of the Xts have antecedents; the other half function as 

expletives: ". . . it is hard believing . . ." (221). 

These expletives did not appear in the sentence openings 

section because they occur in the middle of the long 

sentence in the imaginary conversation between Quentin and 

his father. All the other pronouns occur about once or 

twice apiece and seem relatively insignificant. Overall, 

this imaginary conversation between Quentin and his father, 

placed strategically in the center of the section, stresses 

the importance of his father in Quentin's life. 

The remaining subject openers consist of articles 

(12%), nouns (9%), and adjectives (3%). Of the twenty 

articles used at the beginning of sentences, nineteen of 

them are the article the. Quentin seems keenly aware of 

objects around him. In six of the instances, the article 

the refers to the little girl named Natalie; three of them 

refer to closing doors; three of them refer to the chiming 

bell on the Harvard campus; two of them refer to the woman 

in the bakery; and one each refers to the month of brides, 

the dean at Harvard, the coin in Natalie's grimy fist, 

Natalie's half-eaten cake, and the gasoline smell from 

Quentin's attempt to get a stain out of a shirt. The 

pattern with articles emerges: first, Natalie, the object 

replacing Caddy; second, time, which keeps ticking away; and 
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third, doors, which close to Quentin. In the Quentin text 

fifteen sentences begin with nouns. Five of them name 

Quentin's father (four "fathers" and one "Mr. Compson"); 

four of the nouns name "roses" (symbol of purity or 

fidelity); two name Shreve; and one each names "boy," "men," 

"children," and "excrement." As with the articles, Quentin 

mentions his father most often, with roses a close second. 

Adjectives comprise the final subject beginners. Four 

sentences begin with adjectives: "This lady [Natalie] wants 

something" (156); "her fingers [Natalie's] closed about 

them" (158); "His feet [Shreve's] went down the corridor" 

(96); and "only Doc Peabody is fat" (159). This time little 

Natalie gets top billing. 

Other sentence beginnings account for about 37% of the 

sentences in Quentin's text, which begin with verbs seven 

percent of the time. Half of them ask questions: "Is it 

that late?" he asks Shreve (95); to the lady at the bakery, 

"Do you do your own baking?" and "Have you got a five cent 

loaf?" (156-57); to Natalie, "Do you like ice cream?" (159); 

and "Did you? (ever have a sister)" (96), uttered twice in a 

row to nobody in particular. The questions center around 

Caddy, Natalie and time. 

The other half of the verb-opened sentences are 

imperative sentences. Quentin commands Shreve to "run 

along" (96); he commands Natalie: "Come on" and "Come on, 

sister" (159); and "Go on and wonder" and "Let Jason have 
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it" and "Give Jason a year at Harvard" (all three to nobody 

in particular) (94-95). None of these commands seems bossy; 

they actually illustrate the somewhat contemplative nature 

of Quentin because several of the questions and commands 

address nobody. 

The subordinate conjunctions which introduce dependent 

clauses follow a strange pattern. Of the nine dependent 

clauses, four of them have no independent clauses to lean 

on: "That Christ was not crucified" (94); "that had no 

sister" (94); "Because no battle is ever won" (93); and 

"Because it means less to women" (96). Two of them as 

adverbials relate to tim.e: "When the shadow of the sash 

appeared . . . " (93) and "Before I snapped the light out" 

(222). Two are "if-then" clauses: "If it had been cloudy, 

I could have looked at the window" (94-95) and "If you 

attend Harvard . . . there should be a refund" (95). One is 

idiomatic: "Like Father said down the long and lonely 

light-rays you might see Jesus . . ." (94). The pattern of 

subordination in Quentin's section fits Quentin's state of 

mind well. He is fragmented and time obsessed and like his 

subordinate conjunctions, he has nothing to lean or depend 

on for support. Similarly, Quentin has no one to depend on 

to give his life meaning. 

The eight introductory adverbials help define Quentin 

as well. Half of them pertain to time and emphasize 

Quentin's obsession with time. Two examples of these time-
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governed sentences include: "Then I could hear the watch 

again" (96) and "Then I carried the watch into Shreve's room 

. . ." (222). The other half are included in the already 

discussed subordinating conjunctions section. The sentences 

which begin with coordinating conjunctions, unlike Benjy's 

and Jason's, serve to pick up some unfinished thought: "And 

the good Saint Francis that said Little Sister Death, that 

never had a sister" (94) and "And another one of those buns, 

please" (157). Even the sentences that begin with but seem 

to pick up unfinished thoughts: "But to believe it [that 

virginity is like death] doesn't matter . . . " (96), and 

"But the shadow of the sash was still there . . . " (94). 

Only Quentin knows what goes on in his mind. 

The remaining sentence beginners--verbals, 

prepositions, interrogative pronouns, and interjections 

--make up a small percentage of Quentin's text. Ail seven 

of the verbals introduce fragments. Some of them relate to 

the sentence preceding them: "Hearing it, that is (93) ; 

"Calling Shreve my husband Spoade" (96); and "Watching the 

bread Natalie" (156). Some of them, however, seem to come 

out of nowhere: "Thinking it would be nice for them down at 

New London . . . " (95); "Cunning and serene" (95); "Walking 

easier than holding uphill" (19); and "Seen the doctor yet 

have you seen Caddy" (no question mark) (159). At times 

Quentin's verbals connect with reality, and at times they do 

not. The same can be said of Quentin himself. Although 
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his verbals introduce fragments, his prepositional phrases 

often introduce sentences which vividly and painstakingly 

detail a capsulated moment in his last day on earth. Three 

examples of this capsulized detail occur in the bake shop 

when Quentin buys Natalie some food. Focusing on the bakery 

counter and the proprietor, Quentin utters two almost 

identical phrases: "From under the counter she produced a 

square cut from a newspaper and laid it on the counter and 

lifted the two buns out" (156), and a few minutes later 

"From beneath the counter she produced a square cut from a 

newspaper sheet and laid it on the counter and wrapped a 

loaf in it" (157) . He seems to have taken a picture of the 

moment. The other phrase Quentin uses in the bake shop 

gives a photographic image as well, but it seems a bit out 

of focus: "Above the counter where the ranks of crisp 

shapes behind the glass her neat gray face her hair tight 

and sparse from her neat grey skull . . . " (155). The 

phrase continues on but never develops into a sentence. 

Quentin tries to function rationally, but he must 

concentrate on small details to do so. A few of the 

introductory prepositional phrases appear when Quentin lies 

quietly on his bed listening to the world passing him by. 

As Shreve dresses to go to school, Quentin notes, "Through 

the wail I heard Shreve's bed-springs and then his slippers 

on the floor hishing" (94). Again Quentin's ability to 

concentrate on the tiny details of the moment come into 
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play. He hears the sounds of the bed-springs and the sound 

of Shreve's slippers in another room, relying on his sense 

of hearing as does Benjy. One other introductory 

prepositional phrase shows Quentin's ability to focus on 

detail as well. When the university clock tower chimes the 

hour, Quentin says, "At last it stopped vibrating and the 

darkness was still again" (222) . He could actually feel the 

vibration of the clock. His sensory awareness heightens 

because the day of his death has arrived, but this sensory 

awareness results from tension, not instinct like Benjy's. 

One introductory prepositional phrase, however, does not 

capture a moment in time nor does it relate to Quentin's 

heightened sensory perception. Rather, it points out an 

important paradox in Quentin's life: "In the South you are 

ashamed of being a virgin" (96). Quentin constantly 

struggles with the irony of his circumstances. In a society 

that admires worldly and sexually experienced men, Quentin 

falls short. Furthermore, that same societal dictate 

respects unworldly and sexually inexperienced women, and 

Quentin's sister Caddy falls short too. Quentin cares about 

his sister, and he wants the world to respect her. 

Introductory prepositional phrases function to introduce the 

critic to Quentin's sentences and his dilemma as well. 

Interrogative pronouns in Quentin's section help 

explain Quentin's life also. Of the six instances of these 

pronouns which question, five of them are directed at 
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Natalie: "What's your name?" (157), "Which way do you 

live?" (159) and "How about some ice cream?" (159), for 

example. Interrogative pronouns generally elicit responses 

from someone. In this representative sample, Quentin only 

takes time to interact with Natalie on a personal level. Of 

course, Natalie represents Caddy in Quentin's mind. The 

only interrogative pronoun not addressed to Natalie/Caddy is 

used rhetorically. Quentin says the weather should be nice 

at New London. Then he says "Why shouldn't it? [It is] the 

month of brides . . . " (95) and instantly Quentin returns 

mentally to Caddy's wedding. Quentin desperately cries out 

for interaction with his lost sister. Because Quentin, an 

educated man, seldom uses interjections, the three he does 

use reflect his genteel southern upbringing: "No, ma'am" 

(156) and "yessum" (158), both addressed to the proprietor 

of the bakery. Young Southerners behave respectfully toward 

strangers. 

Verb use also defines Quentin's persona. Benjy and 

Jason avoid passive voice verbs in the representative 

sections of their texts; Quentin uses only two, and both 

refer to time: "It [the watch] was propped against the 

collar box and I lay listening to it" (93) and "That Christ 

was not crucified; he was worn away by the minute clicking 

of little wheels" (94). Certainly only two passive verb 

sentences do not categorize Quentin as a victim, but the 

hint exists that time does control Christ and Quentin. 
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Circumstances beyond their control perhaps cause their 

deaths. 

The percentage of be. verbs in Quentin's section is 

fairly high—just over 20% with very few of them in the 

progressive tense. The be verbs, overwhelmingly in the past 

tense (twenty-six to nine), may indicate that Quentin 

considers his life already over. "But the shadow of the 

sash was still there and I had learned to tell almost to the 

minute . . . (94) and ". . .as soon as I knew I couldn't 

see it, I began to wonder what time it was" (94) exemplify 

Quentin's past-tense life. When he does implement the 

present tense, he usually speaks philosophically: "It's 

always the idle habits you acquire which you will regret" 

(94) and " . . . that's it if people could only change one 

another forever . . . " (219). His switching to present 

tense seems to be his way of leaving a legacy behind to the 

present-tense society he plans to leave behind. Quite a few 

of Quentin's be. verbs are actually be. and been. Be, like 

the other present-tense verbs, denotes philosophical 

concerns in Quentin's life: ". . .it doesn't have to be 

even that long" to see evil done "for a man of courage" 

. . . who is planning his suicide (220), and ". . .it will 

be better for all of us" for Quentin to attend Harvard 

(221). Quentin also speaks often of what might have been. 

He cries out, "Why couldn't it have been me and not her 

[Caddy] who is unvirgin . . . " (96) and " . . . then the 
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sound of it," the imaginary incest between Caddy and 

Quentin, "would be as though it had never been" (220). A 

person who knows his life will end soon talks typically and 

nostalgically of the past. 

As in the Benjy section, the progressive tense verbs 

refer to other people, three of them to Natalie: "She was 

eating the gnarled cake" (159); "She was just standing here 

. . ." (156); and "She wasn't doing anything" (156). One 

describes Shreve: "He was still looking at the watch, his 

mouth shaping" (95). The only one credited to Quentin 

appears in the negative: ". . . 1 wasn't lying" about 

incest with Caddy (220). Like Benjy, Quentin doesn't 

progress much. Verbs support and provide valuable 

information for the Quentin character. 

Quentin's word choice also helps the critic to become 

better acquainted with Quentin. Table 2 lists abstract 

words in the Quentin text. 

Table 2 Abstract Words in the Quentin Text 

please 3 mind 1 know 

believe 2 past 1 

Surprisingly, the troubled young Harvard student who tells 

his story on the day of his suicide uses almost no abstract 
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words in his text. Of the five abstract words used, only 

one results in an actual abstraction in the context of the 

narrative. Believe, spoken twice by Quentin in the 

representative passage, fits the criteria of an abstraction, 

but only because he utters it both times in convoluted 

dialogues with his father. One believe occurs in a 

flashback: "But to believe it doesn't matter . . ." (96). 

The Xt refers to the notion that virginity is honorable for 

men as well as for women. The other example occurs in the 

imaginary conversation between Quentin and his dead father: 

". . . suppose i realise what you believe i will realise" 

. . . (that Caddy isn't worth despair) (222). Of course, 

both instances point out Quentin's obsession with Caddy's 

"unvirginity," implying that he cannot stay in touch with 

reality where Caddy is concerned. The other words--piease, 

mind, past and know--do not seem abstract at all, at least 

not contextually. Every time Quentin says please, he shows 

his manners: "Two of these, please, ma'am" (156), "Have you 

got a five cent loaf, please, ma'am?" (157) and " . . . 

another one of those buns, please, ma'am" (157). Then mind 

appears in a typical way: "You can be oblivious to the 

sound for a long while, then in a second of ticking it can 

create in the mind unbroken the long diminishing parade of 

time you didn't hear" (93). In Quentin's mind, time parades 

in front of him as his life passes before his mind's eye. 

Also, past occurs in a nonabstract context: "I . . . 
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watched them running for chapel . . . flushing past like 

debris on a flood" (96). The word indicates Quentin's 

attempt at distancing himself from his fellow students in 

particular and his fellow man in general. And finally know 

in the following sentence--"I didn't know it was that 

late"--again emphasizes Quentin's preoccupation with time. 

Although Quentin uses few abstract words, the ones he does 

use reveal something about his last day of life. Caddy's 

promiscuity haunts him and eventually drives him to commit 

suicide, and once he locks in on his deadly plan, he 

distances himself from his associates, becoming keenly aware 

of time as his life ticks away. 

Quentin's section also contains a relatively small 

percentage of vague words—about 2 1/2 percent. Table 3 

lists the vague words in the Quentin text. 
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you" (156), and to Natalie he inquires, "Do you like ice 

cream?" (159). On three occasions, the word appears in the 

imaginary conversation between Quentin and his father: 

". . . yes sir dont you . . . " (consider committing suicide 

courageous) and, ". . . 1 was afraid she might" (Caddy might 

commit incest with him) "and then it wouldn't have done any 

good but if i could tell you we did it would have been so 

and then the others [Caddy's lovers] wouldn't be so and then 

the world would roar away . . . " (219-220) and " . . . 

suppose i realise what you believe i will realize up there 

next week or next month" (221). In three consecutive 

instances, Quentin uses you when he speaks to Shreve about 

sisters: "Did you ever have a sister? Did you? Did you?" 

(96). Twice he uses the word rather cynically: "In the 

South you are ashamed of being a virgin" (96) and "If you 

attend Harvard one year, but don't see the boat-race, there 

should be a refund" (95). In all but one of the instances, 

the word refers to time as it idly ticks away, to Caddy or 

Natalie, or to the proprietor, in an indirect or subtle way. 

In fact Quentin's entire imaginary conversation with his 

dead father concerns Caddy and her influence on Quentin's 

life and his subsequent suicide. 

After the twenty-two instances of you the next most 

used vague word is little. Out of eleven instances of the 

word, eight of them refer to Natalie: "The little girl 

looked at me" (157) and "I . . . gave the bread to the 
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little girl" (158). He never refers to her as "the girl," 

rather "the little girl," implying that she is small and 

helpless and needs protecting. He thinks of Caddy in the 

same manner. And one instance of the word seems to link his 

death to his sister Caddy: "And the good Saint Francis that 

said Little Sister Death, that never had a sister" (94). 

Another example speaks of the passing of time: "That Christ 

was not crucified; he was worn away by a minute clicking of 

little wheels" (94). The last use of little refers to the 

bell on the bakery door: "The little bell tinkled once 

. . ." (158). From little sisters to little bells, little 

things mean much to Quentin. 

The word all occurs six times, twice in all riqht, 

meaning okay, but neither approaches the conciliatory all 

riqht used in Jason's narrative. Talking to himself Quentin 

says, "And I saying all right" wondering what time it is 

(94), and " . . . afterward it will be all right it wont 

matter" (159), speaking of his suicide. Quentin justifies 

his actions when he says, "Ail Right" (226). Two of the 

alls function as adjectives: " . . . the woman all iron grey 

. . . " (158) and " . . . trying not to think of the swing 

until all cedars came to have that vivid dead smell of 

perfume that Benjy hated so" (219). Both adjectives modify 

terms traditionally associated with death—cedar trees and 

grey. Two alls perform as objects of prepositions and both 

refer to the Compsons: ". . .he [Father] was the saddest 
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word of all . . . " (222), and ". . .it will be better for 

me for all of us . . ." (221) . All riqht, gives Quentin 

permission to go ahead with his suicide, and when he uses 

all as an adjective to modify death symbols, he 

universalizes death--all iron-gray and all cedar trees. 

Next in frequency of occurrence is the word got. 

Apparently forgetting his university training, he falls into 

an idiomatic, less academic, mode of speech, as if his 

impending death causes him to go back in time to his less 

complicated childhood. Of the six instances of got, two 

involve idiomatic use in qot up: "I got up and went to the 

dresser . . . and touched the watch . . ." (94) and "I got 

up and moved about . . . " (95). Both times that he says 

"got up" (281), he waits in his room for his self-appointed 

time to die. Two of the qots serve to substitute for and 

add to the verb to have: "She hasn't got any pockets" (156) 

for "She has no pockets" and "Have you got a five cent loaf, 

please, ma'am?" (157) for "Have you have a five cent loaf?" 

As Quentin's life deteriorates, so does his language. The 

last two instances of qot spoken by Quentin mean to acquire 

and both concern personal effects, toiletry items, which he 

uses just minutes before his suicide. The use of got allows 

the stylist to explore Quentin's disturbed mind. That 

exploration reveals his priorities--his Mississippi roots 

and his personal hygiene. One priority, the roots, seems 
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reasonable and one, the hygiene, seems irrational, an 

ambiguity which reinforces Quentin's characterization. 

The word neat, appearing four times, exemplifies his 

unusual mindset. All four instances refer to the bakery 

owner and describe physical characteristics of the woman: 

" . . . her neat grey face . . . " (155), " . . . her neat 

grey skull . . . " (155), " . . . the neat grey hands . . . " 

(156), and " . . . neat grey rims [spectacles] . . . " (155). 

Interestingly neat modifies grey each time, giving the 

impression that death in its neat grey box symbolizes a tidy 

solution. Some, used in the partitive sense, occurs 

typically: "some ice cream" (159), "some of them [fellow 

students]" (222), and "some of Shreve's paste" (222). Good 

occurs three times, each one in context with Caddy or 

Natalie: "And the good Saint Francis that said Little 

Sister Death" (94), " . . . i was afraid she might and then 

it wouldn't have done any good . . . " (220), and "I expect 

your cooking smells as good to her as it does to me" (158). 

Quentin never calls Caddy good in the representative 

passage, but the subliminal meaning exists. 

The next vague word, world, illustrates a unique 

quality of the Quentin persona. Neither Benjy nor Jason 

uses the word in his representative passages, but Quentin 

does. The world, so to speak, comes crashing in on him. 

The world represents to Quentin the evil which corrupts 

Caddy: ". . .it was to isolate her out of the world so 
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that it would have to flee us . . ." (219) and "but if i 

could tell you we did it would have been so and then the 

others wouldn't be so and then the world would roar away 

. . ." (220), for example. 

The indefinite pronouns, somethinq and anythinq, 

function traditionally in Quentin's narrative: "This lady 

wants something" (156) and "Before I snapped the light out I 

looked around to see if there was anything else . . . " 

(222). Go occurs only twice in the Quentin text and only 

once denotes movement: "I'd have to go by the post office 

. . ." (222) . One £o. gives Quentin permission to wonder 

what time it is: "Go on and wonder" (94). He goes nowhere 

with his life. Time progresses while Quentin waits on the 

sidelines. 

Twelve of the vague words in Quentin's narrative occur 

only once. And three of them--feelinq, soon, and make--

direct attention to the passing of time: "But the shadow of 

the sash was still there and I had learned to tell almost to 

the minute, so I'd have to turn my back to it, feeling the 

eyes animals used to have in the back of their heads" (94), 

followed by "And so as soon as I knew I couldn't see it, I 

began to wonder what time it was" (94). Then moments later, 

realizing his tardiness for class, he tells Shreve, "I'll 

make it" (96). Of course, Quentin has no intention of 

making it to class, but he does intend to meet his 

appointment with death--to the minute. 
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Caddy appears in Quentin's time-warped stream of 

consciousness monologue, and he uses the word nice in this 

Caddy-inspired digression: "Thinking it [the weather] would 

be nice for them [Caddy and her new husband] at New London 

if the weather held up like this" (95). Quentin always 

wants the best for Caddy, and he uses people to wistfully 

express his futile hopes for Caddy: ". . .if people could 

only change one another forever . . . " (219), but his voice 

trails off because he realizes he cannot change Caddy or 

anyone else for that matter. 

The next four single-incident vague words occur in the 

bake shop in connection with the proprietor. Critics may 

have missed an important key to Quentin's psyche by ignoring 

the lady in the bakery; she receives as much attention in 

the passage as Natalie does. For example, broad appears as 

". . . a broad gold band on the left forefinger . . ."of 

the lady proprietor (156) . Tall and enough occur in the 

same sentence: "She [the proprietor] was not tall enough to 

see over the case" (156). Quentin uses thing to describe 

the cake that the lady gives to Natalie: "She had a funny 

looking thing in her hand" (158) . The vague words used by 

all the Compson males focus on specific areas of concern in 

their lives, and since Quentin never mentions his mother in 

the representative passage, perhaps the grouchy old shop 

keeper, with her neat gray face, represents Caroline 

Compson; her functions in this case as a pronoun replacing 
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both antecedents. Whatever the connection, Quentin 

certainly spends much of his precious surviving minutes in 

conversation with the proprietor. 

If the shop keeper does indeed symbolize the dead or 

inactive relationship between Quentin and his mother, then 

the next two vague words, clear and small, take on added 

meaning. He mentions the bell above the door several times 

in the brief bakery episode: "The little bell tinkled once, 

faint and clear and invisible" (158), and "She swung the 

door to, then jerked it open again, making the bell give 

forth its single small note" (159). Caroline Compson's 

plan to send Quentin to Harvard at all costs--namely by 

selling Benjy's pasture--possibly adds to Quentin's 

distress. If so, perhaps Quentin's voice sounds "faint and 

clear and invisible" as his mother plans his life, ignoring 

his "single small note" of protest. 

Quentin remains to the end the most complex of the 

three Compson brothers. Because his thought processes 

fragment and mutate, he vacillates between rationality and 

irrationality, moving rapidly from short sentences to long 

and convoluted ones. Quentin's preoccupation with time 

presents itself immediately in the passage, controlling his 

speech and actions throughout the final day of his life. 

Pressed by time, he desperately attempts to cry out to his 

family and to the world which destroys him, but he as "i 

temporary" fails at making a place where he can exist. 
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CHAPTER IV 

A WRITER'S WORKBENCH LANGUAGE ANALYSIS 

OF JASON: FAULKNER'S DOMINATED BULLY 

Jason Compson, the quintessential businessman and 

ruthless wheeler dealer, fails miserably in all physical and 

familial relationships. He works to distance himself from 

all relationships; Cleanth Brooks calls him hard and 

detached (Encounters 68). His only physical attachment is 

with a prostitute who lives in Memphis, a good distance from 

Jefferson. With his relatives he is reactionary and often 

short tempered. Lawrance Thompson calls him "coldhearted" 

(347). The only family member who gives him praise is his 

mother who seems to control him emotionally while he cheats 

her out of money to invest in the stock market. 

Jason, in fact, would reduce all relationships to 

commercial transactions if he could. Even in his business 

affairs, he is less than successful because, while he is 

devious, he is far from shrewd or astute. Brooks says Jason 

is a "shallow mind essentially" (Encounters 69). He is 

committed to the daily money-making process of his business 

(Brooks, Yoknapatawpha 331). Because of that commitment, he 

often overwhelms the people with whom he works. Brooks goes 

as far as to call Jason's actions "frenetic" (345). Nothing 

gets in the way of his money-making activities. Jason is a 

businessman, and his ruthlessness is reflected in and 

suggested by his language usage. 

77 



According to Writer's Workbench, the average sentence 

length of twelve words in the Jason section falls about 

midway between Benjy's and Quentin's sentence lengths. The 

average sentence length matches Jason's rather average 

lifestyle; he is a working man with no nonsense about him. 

Jason peppers most of his sentences with "I says." That 

two-word phrase introduces sentences: "I says if they'd 

sent him to Jackson at first, we'd all be better off today" 

(Faulkner, Sound and Fury 276). It interrupts sentences: 

"'You've got Ben to depend on,' I says, 'cheer up'" (326). 

And it concludes sentences: "'How do you know she's 

studying?' I says" (328). Those two words, X says, probably 

account for the fact that Jason's average sentence length is 

two words longer than Benjy's. Those same two words tell 

something about Jason who overcompensates for his feelings 

of insecurity. Self-confident people do not have to repeat, 

"I says," before each statement. Jason cries out for 

attention and tries to convince everyone around him that he 

is in control when in reality he is fairly ineffectual. 

On the other hand, Jason's sentences, unlike Benjy's 

"choo-choo" sentences or Quentin's complex and convoluted 

sentences, are short and to the point. Only seven of his 

sentences actually contain coordinating conjunctions joining 

independent clauses--four ands and three buts. Only two of 

the sentences containing an and are purely compound 

sentences: "Then I can watch her [Quentin] during the day 
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and you can use Ben for the night shift" (224), for example. 

One is compound-complex: "Then she begun to cry and I says 

all right all right I have as much pride about my kinfolks 

as anybody even if I don't always know where they come from" 

(277). The fourth sentence containing an and is a rainbow 

assortment of hurried dependent and independent clauses with 

and used as a coordinating conjunction twice and the word 

only used creatively as a coordinating conjunction: 

. . . I says you've been saying that for so long 
that I'm beginning to believe you only I says 
you'd better be sure and let me know you're gone 
because I'll sure have him on number seventeen 
that night, and I says I think I know a place 
where they'll take her too and the name of it's 
not Milk street and Honey avenue either. (276) 

The three sentences that contain but as a coordinating 

conjunction result in two short, straightforward compound 

sentences such as "I could see the empty keyhole, but I 

couldn't hear a sound" (328), and one long, wordy complex 

sentence: 

I says God knows there's little enough room for 
pride in this family, but it dont take much pride 
to not like to see a thirty year old man playing 
around the yard with a nigger boy, running up and 
down the fence and lowing like a cow whenever they 
play golf over there. (276) 

This sentence reflects a certain harried quality as well as 

an assortment of clauses which tumble out of Jason's mouth, 

rushing down to nothingness. 

The sentence length in the Jason section is not as 

static as the sentence length in the Benjy section nor is it 

as dynamic as Quentin's text; only 27% of Jason's sentences 
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are five words or more shorter than his average sentence 

length of twelve words. Only 10% of Jason's sentences are 

ten words or more longer than his twelve word average. 

Unlike Benjy, Jason is a functional man, but his life and 

sentence structure lack imagination and variety just as 

Benjy's do. 

The sentence types in the Jason section uncover some 

interesting insights into Jason. Sixty-eight percent of 

Jason's sentences are simple, slightly less than 

three-fourths the number of Benjy's simple sentences but 

roughly equivalent to Quentin's percentage. Almost all of 

the simple sentences are accurately categorized as simple if 

the critic ignores the "I says" additions. A small 

fraction, less than a tenth of the sentences, are compound 

sentences. Several of the compound sentences are joined by 

a semicolon: "Say one way or the other; I've got to get on 

to work" (225), indicating an understanding of relational 

thoughts. Some of the compound sentences are joined by 

commas: "There wasn't anybody in the dining room, then I 

heard her in the kitchen" (226). Compound sentences in the 

Jason section have independent clauses that relate as well: 

"Then I can watch her during the day and you can use Ben for 

the night shift" (224) . They lack the choo-choo effect of 

the Benjy section. Jason understands cause and effect 

relationships, as most businessmen do. 
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Also, Jason's sentence patterns reflect a higher level 

of thought than do Benjy's. Only three of Jason's sentences 

appear in the elementary subject-verb pattern, and only one 

of the three is as simple as Benjy's subject-verb 

constructed sentences. One contains an introductory 

interjection: "No, I won't" (226); one contains a phrasal 

verb: "I got up" (281); and one is a question: "They have?" 

(282). Only the middle one sounds like Benjy. These three 

short sentences, in capsule form, suggest that Jason is a 

person who uses idioms, who uses interjections, and who asks 

questions, appropriately for an average, small town southern 

businessman with limited education. A few of the sentences 

appear in the subject-verb-direct object pattern such as: 

"You asked me" (224), but most of the simple sentences are 

long, containing compound subjects and/or compound 

predicates such as: "I went to the bank and deposited the 

check and the money order and the other ten, and stopped at 

the telegraph office" (281). This representational sentence 

shows Jason's structured and businesslike lifestyle, one 

complete with errand running and other responsibilities. 

Jason's life, while not as complicated as Quentin's life, is 

certainly more active than Benjy's vegetative existence. 

The complex sentences in the Jason narrative also help 

acquaint the critic with the Jason persona. This section 

contains 32% complex sentences. One-third of these complex 

sentences begin with a dependent clause, and most of these 
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beginning dependent clauses are introduced by the 

conditional subordinating conjunction XI• When Jason speaks 

to his mother, his "if clauses" contain subtle threats: "If 

you've got any crying to do, you'll have to do it alone, 

because I've got to get on back" (281), and "If you wouldn't 

come interfering, I'd make her [Quentin] mind" (277). In 

other instances, the "if clause" shows how people and events 

keep getting in Jason's way: "If they'd just sent him 

[Benjy] on to Jackson while he was under the ether, he'd 

never have known the difference" (329). Jason tries to 

control his mother through threats, and he tries to control 

events by ineffectually harping on what might have been. A 

few of the beginning dependent clauses start with the 

adverbial time subordinator when: "When I finished my cigar 

and went up, the light was still on" (328) . But one 

sentence uses the "when clause" causally: "When people act 

like niggers, no matter who they are, the only thing to do 

is treat them like a nigger" (225). The other causal 

subordinators allow Jason to absolve himself of blame or 

shift the blame elsewhere: "As I haven't got an office, 

"I'll have to get on to what I have got" (226). But the 

answer to all of Jason's problems can be found in the 

following example: "Once I've done that" (gotten his money 

back), "they can bring all Beale Street and all bedlam in 

here and two of them can sleep in my bed and another one can 

have my place at the table too" (329). Jason, who tries to 
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control his world, is ultimately controlled by his love of 

money. 

Whereas Jason's introductory dependent clauses often 

serve as disclaimers, his ending dependent clauses often 

serve to justify his actions: "I had already lost thirteen 

points, all because she had to come helling in there at 

twelve worrying me about that letter" (282), and "Then she 

begun to cry and I says all right all right I have as much 

pride about my kinfolks as anybody even if I don't always 

know where they come from" (277) . Jason believes he is in 

control at all times, but his language says otherwise: his 

language says that people and events control him. 

The sentence beginnings in the Jason section reveal 

even more of Jason to the critic. Less than 50% of Jason's 

sentences begin with subject openers. He prefaces most of 

his subject opened sentences with "I says" with that omitted 

but understood. Because of this speech pattern, most of 

Jason's subject-opened sentences end up being complex 

instead of simple. In this respect, the Jason sentences 

differ greatly from the Benjy and Quentin sections. Jason 

opens his sentences with the pronoun X almost twice as 

frequently as Benjy and Quentin. While Benjy's X pronouns 

reflect his egocentricity and Quentin's X pronouns reflect 

his self-delusions, Jason's first person singular pronouns 

indicate his self-centeredness. When Jason says of his 

niece Quentin, "I says she ought to be down there in that 
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kitchen right now, instead of up there in her room, gobbing 

paint on her face . . . (223), he is egotistically issuing 

an edict, which will promptly be ignored by the entire 

Compson clan. As a sentence opener, X occurs forty-seven 

times. Next in number of occurrences is the pronoun you, 

occurring seven times. All seven instances refer to Jason's 

mother, Caroline Compson: "You've got Ben to depend on 

." (326). Conversations between Caroline Compson and Jason 

occur naturally because, since his father's death, Jason is 

the legal head of the household. Ironically, however, his 

mother, that woman whom life has so beaten down that she is 

confined to her bed with a cloth on her forehead (or so she 

would have her world believe), is in reality the dominant 

figure in the relationship. 

Other pronouns which begin Jason's sentences further 

delineate Jason. The next largest number of pronoun 

beginners is the pronoun Xt- However, in Jason's sentences 

the XX. does not function as a pronoun replacing its 

antecedent; it functions as an expletive and is used as a 

structural filler that adds nothing to the meaning of the 

sentence. Of the six instances of Xt^ three pertain to 

money: "It's your money" (280), "It's his business" (281), 

and "It was one point above the opening" (281-82). The 

other three are used with future tense predictions that are 

not likely to occur. For example, Jason's assertion that 

"It wouldn't take me but about a day to straighten her 
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[Quentin] out" (277) is a prediction that Caroline Compson 

and Dilsey plan to thwart. The use of Xt suggests that 

Jason, the money grubbing bossy type, is usually ignored by 

the people he seeks to control. 

Occurrences of she and they appear as subject openers 

four times each in the Jason narrative. Two of the shes 

refer to Caroline Compson while two refer to Caddy's 

daughter Quentin: "She begun to cry again (225), and "She 

studied quiet (328). They appears twice, referring to 

Jason's father and Quentin after their deaths: "They did the 

best they could, I reckon" (28); the other one speaks 

generically of the people who play the stock market: "They 

must have sent the news out over the Western union" (282). 

The word that appears three times in the Jason text; all 

three are used incorrectly or idiomatically: "That reminded 

me of the letter" (277). 

The pronoun he. occurs three times, and each time Jason 

is talking about a different person. The he. in the sentence 

"He may not have even had a bank" refers to Herbert Head 

(276) . Benjy is the he. in the following sentence: "He'll 

be happier there, with people like him (276). And when 

Jason says, "He's all right," he is speaking of his boss. 

The last pronoun sentence beginner is the word we., occurring 

twice. In both cases it means Jason and his mother only. 

Pronoun use in Jason's narrative helps focus the 

microscope on the people important to Jason. He is his 
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number one priority with his mother, Caroline Compson, also 

a major force in his life. Since the section lacks a 

preponderance of the third person singular masculine 

pronouns, the critic might assume that the men in Jason's 

life influence him very little. 

The remaining subject beginnings in Jason's story 

consist of articles, adjectives, and nouns. Three of 

Jason's sentences open with articles. Jason's articles do 

not point out elements of nature as Benjy's do; two refer to 

the stock market: "An hour ago?" (282), speaking of the 

stock market report and "The whole damn top could blow off 

and we'd not know it," again speaking of the stock market 

(282). One refers to the naivete of Caroline Compson: "A 

good woman misses a lot she's better off without knowing" 

(326). Adjectival beginnings in Jason's section are 

nonexistent. The only sentence that might qualify is "no 

wonder you [Caroline Compson] kept yourself sick all the 

time" (326). But even in this example, the adjective is 

enumerative and not descriptive. Further, only one sentence 

opens with a noun: "Mother sent Dilsey to the front to look 

for Quentin again" (277). These subject beginnings depict 

Jason as a non-poetic person who uses no descriptive 

adjectives. Additionally, these words call attention to the 

two governing forces in Jason's life--his mother and his 

money--set against the backdrop of his caustic nature. 
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other beginnings, including interjections, adverbs, and 

coordinating conjunctions, constitute an additional 30% of 

the Jason text. Of that percentage, interjections occur 

most frequently. Because interjections can reflect a 

flippant or sarcastic attitude, these sentence beginners add 

another dimension to the Jason persona. He begins sentences 

with the word well on six occasions, and each time he 

instigates an argument: "Well . . . you haven't had much 

luck with your system" (225) . The statement cries out for 

an argumentative retort from Caroline Compson, but no retort 

comes. Next in incidence is the double-word phrase all 

right. Jason uses this mild interjection to placate his 

mother: "All right, . . . I won't say anything, then" 

(226). He often says this two word phrase when his mother 

is crying or otherwise harassing him. While he starts 

arguments with well, he ends them with all riqht, all riqht. 

When he uses the word sure, he feigns agreement: "Sure," I 

says, "that's just what I'm thinking of flesh. And a little 

blood too, if I had my way" (225) . This sarcastic remark is 

made to Mrs. Compson when she reminds Jason that Quentin is 

his flesh and blood. Jason wishes he could abuse Quentin's 

flesh and blood. Furthermore, Jason uses the mild 

interjections yes and no. in the usual way, but when he uses 

now, he is treating his mother condescendingly: "Now, now 

. . . you'll make yourself sick" (226). He makes this 

remark to a woman who is sick constantly. Jason also 
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interjects the stronger Good Lord as a way of sharply 

criticizing his mother: "Good Lord," he says to his mother, 

"you got a fine mind" (325) when she tells Jason that niece 

Quentin is a judgment of Caddy and son Quentin upon her. 

The interjections paint Jason as an argumentative know it 

all who instigates arguments and then backs down, indicating 

he lacks the control he thinks he has or wishes he has. 

Another sentence beginner that sheds light on Jason's 

personality is the adverb. Time, for Jason, is connected 

with his mother. Four of six instances of the adverb then 

report actions chronologically, but only the actions of 

Caroline Compson, as in the following examples: "Then she 

begun to cry" (277) and "Then she called Quentin" (328). 

The other two incidences of then function differently. One 

means "in that case": "Then quit thinking about it" (328). 

The Xt refers to the fact that Miss Quentin might commit 

suicide or do something else stupid. And one introduces a 

sarcastic solution to a problem: "I can quit the store 

. . . . Then I can watch her [Miss Quentin] during the day 

and you can use Ben for the night shift" (224). In the 

latter case, Jason shifts the blame from himself. When is 

used as an introductory adverb clause conventionally: "When 

I finished my cigar . . . the light was still on" (328) and 

"When people act like niggers . . . treat them like a 

nigger" (225). But the remaining adverbs introduce flip or 

sarcastic remarks. The word once opens the Jason section 
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and sets the tone of the text and the attitude of the 

narrator: "Once a bitch always a bitch, what I say" (223). 

The adverbs not and maybe sarcastically call attention to 

Quentin's truancy. Jason's remark, "Not half complex 

enough" refers to the Compsons' inability to entertain a 

complex thought (329), and "Maybe she learned that in 

school" (329). Other examples include: "Everytime I try to 

control Miss Quentin, you [Caroline Compson] come butting in 

. . . " (225), "Too bad it wasn't me" who committed suicide 

"instead of him [Quentin]" (327), and "Even Ben ought to 

know it" (that Mrs. Compson feels sorry for herself); she 

has said so on numerous occasions (224). All these adverb 

openers subtly call attention to Jason's dependency on his 

mother and his flip attitude. He is a "momma's boy" whose 

adolescent behavior manifests itself in cynical remarks. 

The sentences which begin with coordinating 

conjunctions also give insight into the Jason personality. 

All of the occurrences of and serve to keep an argument 

going. An example of this did-not-did-too argumentative 

pattern is "And if they'd just sent him on to Jackson . . ." 

(329). He constantly argues that the Compsons should send 

Benjy away. Jason uses but sarcastically to negate his 

previous statements, illustrated in the following: "But 

that would have been too simple for a Compson to think of" 

(329). That refers to sending Benjy to Jackson. The 

coordinating conjunctions and and birt appear a total of nine 
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times. The conjunction or occurs only once, but it also 

sarcastically negates the previous statement: "I reckon 

that's your [Miss Quentin's] school costume . . . . Or 

maybe today's a holiday?" (226). The interjections, 

adverbial clauses, and coordinating conjunctions in Jason's 

section open more than Jason's sentences; they open the door 

to Jason's personality showing the investigator how he 

belittles his family in an unsuccessful attempt to make 

himself look good. 

The remaining sentence beginnings comprise 20% of 

Jason's sentence openers. Several of his sentences begin 

with verbs, four of which ask questions of Caroline Compson: 

"Do you want me to . . ." or "Do you think . . . . " The 

remaining eight verb beginnings are commands to his mother; 

"Quit crying, now" (226) and "Keep still . . . " (281). 

Jason hovers between childhood and adulthood: he asks his 

mother's advice one minute, then, the next, he orders her 

around. Additionally, his interrogative pronouns question 

the two forces that control his life--his mother and his 

money. He asks his mother, "Why don't you either lock her 

[Miss Quentin] up all day too, or turn her over to me and 

quit worrying over her?" (226) and "What do you want me to 

do about it?" (279). In the latter example, Jason's Uncle 

Maury has just drawn funds from Caroline Compson's bank 

account without her permission. The next two interrogative 

pronouns occur when Jason goes to the telegraph office and 
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checks on his stocks: "What time did the report come in?" 

(282) . And upon discovering that the stock report had 

arrived an hour earlier, he angrily demands of the man at 

the telegraph office, "What are we paying you for?" (282) . 

Actually all of Jason's questions involve money directly or 

indirectly; even when he questions his mother about Miss 

Quentin, dollar signs motivate him because he is embezzling 

Miss Quentin's money from Mrs. Compson. Caroline Compson is 

an unknowing source of income for her greedy son, Jason. 

Several of Jason's sentences contain introductory 

subordinating conjunctions. Four of them are the 

conditional XJ! clauses. Jason often sets conditions: "If 

you've got any crying to do . . . you'll have to do it 

alone" (281) and "If you want me to control her, just say so 

and keep your hands off" (225), for example. Jason is 

desperately trying to control Miss Quentin or his mother or 

somebody. The next two subordinating conjunctions are 

adverbial when. One functions as a simple adverb of time: 

"When I finished my cigar and went up, the light was on" 

(328), but the other one, while functioning as an adverb of 

time, sets up a cause and effect relationship: "When people 

act like niggers, no matter who they are the only thing to 

do is treat them like a nigger" (225). The last two 

subordinating conjunctions begin one of Jason's favorite 

clauses, which is "like I say." He uses it to reiterate his 

opinion: "Like I say, if we've got to feed another mouth 
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and she [Caroline Compson] won't take that money, why not 

send him [Benjy] down to Jackson" (276); and then he again 

says, "Like I say, once a bitch always a bitch" (329) . When 

Jason uses subordinate conjunctions, he is trying to 

subordinate the people around him, though they, especially 

Miss Quentin and Caroline Compson, often end up dominating 

him. Verbals, as sentence beginners, also make a statement 

about Jason, showing that he is not a complex thinker. Only 

one of his sentences opens with a verbal, and it is really 

just a gerund fragment, not a well-thought out sentence: 

"Having to wait to do it at all until he broke out . . . " 

(329) . A look at the verb, interrogative pronoun, and 

subordinating conjunction sentence beginnings in Jason's 

section help the critic to see Jason as an authoritative, 

greedy, simple minded person." 

The use of verbs in the Jason narrative also provides 

information about Jason. Like Benjy, Jason uses no passive 

voice verbs in his section. Jason would certainly like to 

have society believe that he is a victim of circumstance 

because, after all, he is the only Compson left to support 

the family. But his language fails to support the view of 

Jason as a victim. Additionally, only 17% of his verbs are 

classified as t_o be. After the progressive tenses have been 

eliminated, the percentage is even less. And, unlike 

Benjy's be verbs, Jason's be verbs are those that typically 

occur in conversational language. Jason, like Benjy and 
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unlike Quentin, uses no nominalizations in his speech. The 

be verbs in the Jason section show that he is an average man 

with an average intelligence. 

Word usage in the Jason section provides more 

understanding of the Jason persona. Less than two percent 

of his words are abstract. Table 4 lists the abstract words 

in the Jason text. 

Table 4 Abstract Words in the Jason Text 

know 9 public 1 try 1 

sure 5 duty 1 American 1 

mean 3 benefit 1 please 1 

mind 2 chance 1 safe 1 

advise 1 believe 1 need 1 

However, of that small percentage the most frequently 

used by Jason is the word know. Jason knows his mother is 

a burden (224), he knows a place that will take Benjy and 

Miss Quentin, and he knows two others who need neutering 

(329). He derides his mother for not knowing Miss Quentin's 

whereabouts (328). Jason thinks he knows just about 

everything, and the only two things he claims not to know is 

whether or not the top has blown off the stock market (282) 

and who Miss Quentin's father is (277). Next in frequency 
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of use is the word sure. Three of the occurrences include 

the flippant interjections: "Sure, Î says.'" The other 

two are synonyms of the word certain: " . . . you'd better 

be sure and not let me know you're gone because I'll sure 

have him on number seventeen that night . . . " (276) . The 

word mean occurs three times, but never in the vicious 

sense. All three times it means "intent," and it is said to 

Mrs. Compson. Jason apologetically tells his mother that he 

does not mean the cruel statements he makes about Miss 

Quentin. However, Jason is quite serious about the remarks 

he makes; he only tells his mother that he does not mean 

them because he wants his mother to calm down. Occurring 

only twice in this section, the word mind is used once as a 

verb and once as a noun. Jason confidently assures his 

mother that he could make Miss Quentin mind or obey (277). 

When he uses the word as a noun, he is criticizing his 

mother's intelligence: "Good Lord . . . you've got a fine 

mind (325) . 

The next twelve vague words in the Jason text occur 

only one time each. The word advise appears when Jason 

says, "just let me have twenty-four hours without any damn 

New York jew to advise me" (329). He uses the word public 

to mean the opposite of private when he finds fault with 

Miss Quentin's public behavior (224). He feels shame at her 

behavior. Indicating that he is aware of duty and its 

responsibilities, he tells his mother that she has done her 
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duty by Benjy and should institutionalize him (276). Then 

using the next vague word benefit, Jason tells his mother 

that the Compson family should benefit from the taxes they 

have paid by sending Benjy to Jackson. Jason uses the word 

chance in a gambling context: "I just want an even chance 

to get my money back" (329) . The word believe does not 

pertain to religious faith; it pertains to credibility. 

Jason tells his mother that she has whined about being a 

burden so often that he is beginning to believe it (276). 

The word try means "strive" in the text; Jason tells his 

mother that every time he tries to control Miss Quentin she 

(Mrs. Compson) butts in (225). The term American is not 

used in the generic sense; Jason mockingly calls Benjy the 

"Great American Gelding" (329) . Jason never begs anyone for 

anything, so when he says please he is attempting to relieve 

himself of responsibility: "Do as you please with it" 

(280) . He uses the word safe in the expression "Safe as a 

bank" (280). And finally the word need occurs in the 

following sentence: "Do you think I need any man's help to 

stand on my feet?" (327). Overall, the abstract words in 

the Jason text paint him as a flippant know it all who tries 

to control his niece and send his brother to an institution. 

He isolates himself from his family and society, thinking he 

needs help from no one. 
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The Jason section contains a fairly high percentage of 

vague words--about eight percent. Table 5 lists the vague 

words in the Jason text. 

Table 5 Vague Words in the Jason Text 

you 52 enough 3 question 1 

thing 1 

1 

1 

1 

1 

1 

1 

all 

got 

get 

anything 

much 

more 

make 

24 

12 

10 

7 

6 

5 

4 

little 

go 

place 

going 

today 

people 

someth 

3 

2 

2 

2 

2 

2 

most 

benefit 

soon 

hard 

bad 

great 

good 3 difference 1 

Of the fifty-two occurrences of you, an overwhelming fifty 

of them refer to Caroline Compson. Jason's relationship 

with his mother is a major part of his narrative. The other 

two are for the telegraph operator. Well over half the uses 

of aXi (14) are Jason's conciliatory "ail right, ail right" 

to get his mother off his back. Of the twelve gots, nine 

are used idiomatically as a southern habit of using got. as 

an auxiliary verb after the word have. An example is "I've 

got to get on to work" (225). Again the word ^et is used 
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idiomatically, and the result is wordiness. Examples are: 

". . . when I get started" (225) for "when I start," "I'll 

have to get on to . . . " (226) for "I'll have to go to 

. . . get that much benefit" (276) instead of "benefit 

from," and " . . . until we get done collecting (280) for 

"until we collect." The idiomatic use of the verb get 

captures the lower to middle class language of the average 

southern working man or woman. The word anythinq occurs 

seven times in the Jason section, and five of those 

instances refer to Jason's attempt to control Miss Quentin: 

"Do you want me to say anything to her?" (226). The meaning 

of anythinq is indefinite, as are Jason's intentions 

regarding Miss Quentin, since the reader suspects that he 

probably would not know what to do with her if his mother 

gave him permission to discipline her. Next in frequency is 

the adjective much, which Jason uses to intensify the 

abstract concepts that he seems to value (four out of six 

times). Examples are "much luck" (225), "much benefit" 

(276) and "much pride" used twice (276, 277). Similarly, 

Jason uses more to intensify: "You've done all anybody can 

expect of you and more" (276), speaking of Caroline 

Compson's treatment of Benjy and "Has she been worrying you 

any more" (328) ? 

Jason, always a man of action, likes to make things 

happen by using the word make: "If you wouldn't come 

interfering, I'd make her mind" (277) and "I could make it 
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easier right now" (280) . The idiomatic language again comes 

out in Jason's use of the word good in three different 

expressions: "Good Lord" (325), "a good woman" (326), and 

"do any good" (329). Jason, who can never get enough, uses 

enough to emphasize that deficiency: " . . . there's little 

enough room for pride in this family . . . " (276) and ". . . 

they never started soon enough with their cutting . . . " 

(329). The word little is used as an adjective to modify 

nouns in typical fashion, with no particular application to 

Jason. The use of the word go_ in the Jason section does not 

imply locomotion as it does in the Benjy section: "I never 

had time to go to Harvard . . . " (224) and "Go on and open 

it" (277). Another example of the idiomatic is Jason's use 

of the word place: I know a place where they'll take her 

too . . . " (276) and " . . . another one can have my place at 

the table too" (329). Only Southerners speak of their 

places at the table. Then as with the word £2, Jason does 

not use the word qoinq to describe locomotion. He uses the 

word in the future progressive tense: "what its [sic] going 

to do" (329) and "it was going to be a girl" (327) . The 

word today has no special application to Jason. He does, 

however, use people in an interesting manner. He distances 

himself from certain groups by referring to them as 

"people," especially when he thinks he is a little better 

than they are: "When people act like niggers . . . " (225) 

and "He'll be happier there, with people like him" (276). 
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Interestingly, Jason does the same kind of distancing with 

the word somethinq. He uses the word as a euphemism for 

sexually related terms: "I know at least two more that 

needed something like that [castration] . . . " (329) and "I 

don't reckon she'd be playing out of school just to do 

something she could do in public" (224). The final nine 

vague words are used only once in the Jason section, and in 

most instances their usage does not add any information 

about Jason. Two of them do, however, illustrate the 

idiomatic again: " . . . the only thing to do is treat them 

like a nigger" (225) . Americans use thinq (often pronounced 

"thang") a lot. Also the word benefit is used 

idiomatically: " . . . get that much benefit out of the 

taxes we pay" (276). Vague words spew from Jason's mouth in 

rapid succession, and with each utterance, Jason's 

personality becomes clearer. 

The relationship between Jason and his mother permeates 

the entire section. That relationship undermines the 

typical opinion of critics that Jason runs over his mother 

and controls the entire Compson clan. The critic can see 

that, while Jason attempts to exert control, he is unable to 

do so. He can't even control the youngest Compson, 

--seventeen-year-old Quentin. Additionally, most critics 

emphasize Jason's working-man image. However, the vague 

words tend to downplay the businessman side of Jason and 

bring out the frustrated side, with a subtle hint or two of 
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sexual frustration. Thus, the critic discovers that Jason's 

language reveals not a ruthless wheeler-dealer, not a macho 

southern head-of-the-household, but a weak man dominated by 

his mother, who has castrated Jason emotionally as 

irrevocably and as completely as Benjy has been castrated 

physically, and a man who retaliates by bullying a 

seventeen-year-old girl and stealing money from his own 

mother. Once a bastard, always a bastard! 
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CHAPTER V 

CONCLUSION 

Workbench analysis cannot verify Howe's discussion of 

time-switching sequences, nor can it support Pitavy's study 

of italics or Ross' theory of the importance of physical 

layout in Faulkner's technique. And although the Writer's 

Workbench analysis challenges the validity of Chisholm's 

theory that language and sentence structure do not support 

or define personalities, the Workbench analysis verifies the 

findings of the critics who have stated that the language of 

the Compson boys parallels their personalities. 

With a contextual analysis. Workbench findings do add 

information to the findings of the critics about the 

Compsons. Because of the dysfunctional relationship of the 

family, all three brothers isolate themselves in order to 

survive. Pronouns without antecedents, for example, often 

spotlight areas of distancing for Benjy, Quentin, and Jason. 

Pronouns with antecedents focus on the people who most 

influence their lives. Abstract and vague words call 

attention to areas of inner turmoil in the lives of the 

brothers. 

Benjy remains simple-minded, but he also controls his 

destiny somewhat, as computerized analysis reveals. The 

computer scrutiny adds credibility to Kaluza's conclusion 

that Benjy's sentences, which are simplistic and mechanical, 

characterize his personality; his sentences are 86% simple, 
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and Benjy is a simple man. Additionally, Cecil concludes 

that through specific writing techniques, Faulkner creates a 

mentally handicapped child-like man whose senses function 

keenly and actively, but whose capability to form conscious 

abstraction does not exist. Workbench substantiates Cecil's 

findings on both counts. Less than 25% of Benjy's verbs are 

to be verbs, and most of them are linking verbs which 

connect Benjy to his world through his senses. The section 

contains no abstract words. The computerized analysis also 

supports Fowler's observations that Benjy's language 

suggests a limited grasp of his society. Benjy's failure to 

use accurate cause and effect adverbial constructions 

certainly indicates an inability to understand the workings 

of his world. Howe writes that Benjy's lack of complex 

sentence structures, lack of sequence or logic, and lack of 

metaphor result in "concreteness and spareness" (36) . In 

support of these findings, the computerized analysis reveals 

a low percentage of complex sentences--about 14%--and most 

of the dependent clauses in those sentences sequentially 

record events in Benjy's life or relate to his location. 

None of Benjy's sentences begin with subordinating 

conjunctions or verbals which would indicate a logical mind, 

and the few sentences beginning with adverbs fail to 

indicate sequential time. The computer cannot detect 

taphor to collaborate Fowler's statement about lack of 

imile or metaphor, but the flagging of to be verbs does 
me 

s 
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show that the t^ be. verbs such as Xs. snd are set up subject-

verb-complement constructions, not metaphoric ones. 

Computerized analysis does indeed support the findings 

of the critics who write about Benjy, but the analysis also 

uncovers some additional information about the Benjy 

idiolect. The absence of passive voice indicates that Benjy 

is not a victim who has no control over his life; he 

actually copes with life's hardships quite successfully. If 

events disturb him, he distances himself through ambiguous 

language structures such as pronouns with no identifiable 

antecedents. If he feels isolated, he connects to nature, 

and if his mother ignores him, he turns to Dilsey or Caddy 

for comfort. Benjy has devised simple, but effective, 

defense tactics to help him survive in an alien and 

incomprehensible world. 

Quentin, of course, consistently remains the most 

complex of the Compson brothers, according to the critics. 

Kaluza believes that the Quentin section, with its syntax of 

fragmentation, represents the disintegration of the Quentin 

persona. That fragmentation first becomes apparent in 

sentence structure. Quentin's sentences range in length 

from two words to one which spans three pages of text. That 

variance reflects an irrational or inconsistent mind. Also, 

many of Quentin's "sentences" are actually fragments which 

emphasize Quentin's troubled or preoccupied thought 

processes. Of his simple sentences (70%), most occur i: 
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brief conversation with others, and they further serve to 

fragment or separate him from others because the sentences 

are short and to the point with no attempt at intimacy. His 

complex sentences dissolve into incoherence as he loses 

touch with the world. The computerized analysis reveals 

these problems and others that validate Kaluza's study 

results. 

Pitavy's theory that pronoun use in Quentin's section 

signals the disturbed young man's mental condition can also 

be supported by Workbench analysis. The pronoun occurring 

most frequently is X or X^ reflecting Quentin's seif-

absorption. The third person pronouns mainly refer to 

Natalie (Caddy's alter-ego), and some are ambiguous with 

indiscernible antecedents. His second person pronouns occur 

in imagined conversations with his dead father. As his mind 

disintegrates, his problems with pronoun reference and 

clarification increase. 

The computer analysis of Quentin's language verifies 

the findings of Kaluza and Pitavy, but also adds to the 

critical knowledge of Quentin's persona. The impact of 

Quentin's father on his life, for example, becomes apparent 

through pronoun percentages. His pattern of subordination 

delineates his lack of support or comfort because many of 

his dependent clauses lack independent clauses to lean on, 

resulting in fragments which symbolize his fragmentation. 

The questions in the section are often rhetorical, and they 
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seem aimed impotently or despairingly at the heavens. The 

abstract words in this section overwhelmingly point to 

Caddy's promiscuity as the catapult which throws him into a 

countdown to suicide. However, the vague words in the 

section center mainly around the lady proprietor of the 

bakery, giving her as much attention as Natalie receives in 

pronoun usage. The importance of this discovery may 

indicate that the proprietor serves as the alter-ego of 

Quentin's mother, Caroline Compson. If so, Caroline Compson 

also contributes to Quentin's distress. The technical data 

in this section focuses attention on the real Quentin 

Compson, the one who cries out for help but repeatedly is 

denied that help from an uncaring, deteriorating family. 

Few critics write about the language or structure of 

sentences in the Jason section. One of the few who does 

focus on Jason's informal language as an indicator of his 

lack of formal education is Kaluza. The computer analysis 

supports the categorizing of Jason's language as informal. 

For example, Jason begins sentences with "I says," uses 

expletives which have little grammatical function, and 

introduces sentences with interjections. 

In the Jason section, the mechanized analysis provides 

additional information about this Compson's personality. 

The relationship between Jason and his mother undermines the 

typical opinion of critics that Jason controls his mother 

and family. Instead an analysis of Jason's language 
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uncovers an insecure man who vents his hidden sexual 

frustrations on those who are weaker than he. According to 

his language, he is argumentative but weak. He is greedy 

but too simple minded to succeed financially. 

Computerized analysis of literature can provide better 

accuracy in sorting and identifying data for stylistic 

studies. And as technology improves, the possibilities for 

literature are exciting. However, sooner or later, the 

computer must defer to the stylistic critic because no 

machine will ever be able to satisfactorily analyze the 

human heart and its love for literature. Faulkner himself 

said it best: 

I believe that man will not merely endure: he 
will prevail. He is immortal, not because he 
alone among creatures has an inexhaustible voice, 
but because he has a soul, a spirit of compassion 
and sacrifice and endurance. (348) 

Man is not a machine. 
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